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Tiivistelmä – Abstract 
 
 
This thesis studies how masculinity and ethnic identity are constructed in Alan Duff’s Once Were Warriors (1990). The novel is set 
in New Zealand and concentrates on its indigenous ethnic minority, the Maori. The main characters of the novel are members 
of the Heke family and the Brown Fist gang. The characters under study in this thesis are brothers Nig and Boogie Heke and the 
gang leader Jimmy Bad Horse. The three men represent different aspects of Maori masculinity. This thesis argues that Nig, 
Boogie, and Jimmy identify strongly as members of the ethnic Maori community and construct their masculine identity on the 
basis of the range of masculinities offered by the community.  
      The theoretical background of this thesis focuses on the concepts of identity and masculinity. From the three aspects 
of identity presented, which are the cultural, national, and ethnic identity, the focus will be on ethnic identity. Masculinity is 
studied through the notions of learning masculinities, hegemonic masculinity, and groups of masculine behaviour. In addition, 
the concepts of ethnic identity and masculinity merge in the notion of the Maori warrior. 
The abovementioned main concepts will be analyzed through the characters of Nig, Boogie, and Jimmy. The works by 
Doreen D'Cruz and John C. Ross, Alistair Fox, Brendan Hokowhitu, Michaela Moura-Koçoğlu, and Christina Stachurski have 
been consulted and form the critical context of the study. The three main characters have similar personal backgrounds but 
develop different masculine identities through their experiences. Furthermore, Nig and Boogie's identities change in the course 
of the novel. The men live in the suburb of Pine Block where the predominant masculine ideal is that of physicality. Consequently, 
Boogie does not fulfill the requirements of proper masculinity in Pine Block because he avoids violence. In contrast, Jimmy 
represents hyper-masculinity and often resorts to brutality. Nig aspires to follow Jimmy's model of masculinity but, in the end, 
realizes its falsity. Eventually, Boogie gains confidence by an educational experience in Maori cultural heritage provided by the 
child welfare officer Mr. Bennett. The boy sees Mr. Bennett as representing an alternative masculine role model in contrast to 
the role models of the tough Pine Block men such as the brothers' father Jake. 
The notion of Maori warriorhood is represented in two ways in OWW. On the one hand, authentic warriorhood in the 
contemporary context refers to people such as Boogie and Mr. Bennett respecting the cultural heritage of the Maori and feeling 
proud of the warrior identity. On the other hand, the idea of Maori warriorhood is used as an excuse for violent behaviour by 
Jimmy and the gang members. The tribal chief Te Tupaea is introduced as a point of comparison to Nig and Jimmy. To conclude, 
although Duff's novel features themes of ethnic identity and masculinity it offers a very limited variety of masculine role models 
in Pine Block. However, there is also a promise of change through cultural pride that can be seen in the character of Boogie. 
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Tiivistelmä – Abstract 
 
 
Tämä pro gradu -tutkielma tarkastelee maskuliinisuuden ja etnisen identiteetin käsitteitä Alan Duffin romaanissa Once Were Warriors 
(1990) (suom. Kerran sotureita). Romaani sijoittuu Uuteen-Seelantiin ja kuvaa sen alkuperäisen etnisen vähemmistöryhmän maorien 
elämää. Teoksen päähenkilöitä ovat Heke-nimisen perheen jäsenet sekä heidän asuinalueellaan toimivan Brown Fist -jengin johtaja 
Jimmy Bad Horse. Hänen lisäkseen tämä tutkielma keskittyy kahteen perheen poikaan, Nigiin ja Boogieen. Nämä kolme miestä 
edustavat erilaisia maorien maskuliinisuuksien (Maori masculinities) tyyppejä. Tutkielman keskiössä on ajatus siitä, että Nig, Boogie 
ja Jimmy kokevat vahvasti olevansa osa maoriyhteisöä ja rakentavat maskuliinisen identiteettinsä niiden mallien perusteella, joita 
heidän yhteisönsä tarjoaa. 
      Tutkielman teoreettinen pohja keskittyy edellä mainittuihin maskuliinisuuden ja identiteetin käsitteisiin. Identiteettiä 
tarkastellaan kulttuurisen, kansallisen ja etnisen identiteetin kautta, joista jälkimmäinen on tutkielman keskiössä. Maskuliinisuuden 
teoriaa käsitellään muun muassa maskuliinisen identiteetin oppimisen sekä hegemonisen maskuliinisuuden kautta. Lisäksi 
maskuliinisia ryhmiä tarkastellaan teoriaosuudessa. Etnisen identiteetin ja maskuliinisuuden konseptit yhdistyvät maorisoturin 
(Maori warrior) ja maorisoturuuden (Maori warriorhood) termeissä. 
   Edellä mainittuja käsitteitä tutkitaan analyysiosuudessa Nigin, Boogien ja Jimmyn hahmojen kautta. Tutkimusaineistoa ovat 
käsitelleet myös seuraavat tutkijat: Doreen D’Cruz ja John C. Ross, Alistair Fox, Brendan Hokowhitu, Michaela Moura-Koçoğlu ja 
Christina Stachurski, ja heidän töitään on käytetty tietopohjana tässä tutkielmassa. Romaanin kolme päähenkilöä tulevat 
samanlaisista taustoista, mutta heidän maskuliiniset identiteettinsä kehittyvät erilaisiksi heidän yksilöllisten kokemustensa kautta. 
Tämän lisäksi Nigin ja Boogien identiteetit muuttuvat romaanin aikana. Kyseessä olevat kolme maorimiestä asuvat Pine Block -
nimisessä lähiössä, jossa on vallalla fyysisen maskuliinisuuden ihannointi. Boogie ei kuitenkaan sovi tähän ihannekuvaan, koska hän 
välttelee väkivaltaisia tilanteita. Hänen vastakohtanaan toimii Jimmy, joka edustaa hypermaskuliinisuutta ja turvautuu usein 
väkivaltaan. Nig tavoittelee Jimmyn edustamaa maskuliinisuuden mallia, mutta lopulta ymmärtää sen virheellisyyden. Boogien 
itseluottamus kasvaa kun lastensuojeluviranomainen Mr. Bennett opettaa hänelle perinteikkään maorien kulttuuriesityksen. Mr. 
Bennett toimii vaihtoehtoisena roolimallina Pine Blockin miesten ja varsinkin Boogien ja Nigin Jake-isän tarjoamalle fyysisen 
maskuliinisuuden roolille. 
      OWW:ssa on kahdenlaista maorisoturuuden edustusta. Yhtäällä Boogie ja Mr. Bennett edustavat autenttista maorisoturuutta 
nykypäivän maailmaan muokattuna. Tämänkaltainen toiminta luo itsekunnioitusta ja ylpeyttä maorikulttuuriin kuulumisesta. 
Toisaalla, Jimmy ja jengin jäsenet käyttävät maorisoturuuden ajatusta tekosyynä oikeuttamaan väkivaltaista käytöstään. 
Analyysiosiossa esitellään myös maoriheimopäällikkö Te Tupaea joka toimii vertailukohtana Nigin ja Jimmyn kokemuksille. Vaikka 
Duffin romaanissa käsitellään identiteetin ja maskuliinisuuden käsitteitä, Pine Block -lähiössä ei ole monipuolista tarjontaa 
maskuliinisista roolimalleista. Boogien kokemusten kautta voi kuitenkin nähdä lupauksen tulevasta muutoksesta, joka syntyy 
ylpeydestä maorikulttuuriin. 
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1 Introduction 
 
In this thesis I will study Alan Duff’s first novel Once Were Warriors (1990). Duff is a New 
Zealander, a Maori on his mother’s side and a European New Zealander on his father’s side. 
The novel is set in a suburb and on the streets of Two Lakes, a fictional town in New Zealand. 
Once Were Warriors (hereafter referred as OWW) centres on the lives of the Heke family. Two 
out of its three male characters I will examine in my thesis are sons of this family, while the 
third is a gang leader who has a connection with one son. The men in my study function in a 
multicultural New Zealand culture but identify strongly as members of the Maori ethnic group.  
I will firstly introduce Maori literature and Duff’s place amongst the Maori novelists. 
Secondly, I will present the main concepts that I will study in this thesis. My main focus will be 
on masculinity: how is masculinity described, how does one construct a masculine identity, and 
most importantly, how is masculinity presented through the three characters of this study. I will 
also look at the concept of identity, which encompasses the ideas of cultural, national and ethnic 
identity. Furthermore, ethnic identity and masculinity are linked together in the idea of the Maori 
warrior, which I will examine further in the Analysis section through the two ways of performing 
a Maori warrior identity presented in OWW. Finally, I will draw my conclusions of how the 
masculine identities of Nig, Boogie and Jimmy are depicted in the novel. In other words, this 
thesis argues that in Alan Duff's OWW the three men identify strongly with their Maori heritage 
and construct their different masculine identities on the basis of the range of masculinities 
offered by the ethnic Maori society. 
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Nig, Boogie and Jimmy construct their masculine identities in a society where they are 
categorised as members of the Maori ethnic group. They approach their masculine identities 
from seemingly similar backgrounds, which are ones of mental and economic deprivation, but 
they all choose, or finish with, different masculinities. These are the focus of my study: what 
are Nig, Boogie and Jimmy’s masculine identities like, and how do their masculinities affect 
them as persons. I will suggest that in two characters there will be a change in their masculine 
identities, but one of the characters holds on to his identity and will not release it for personal 
growth or personal change. Therefore, the three characters represent three possible masculine 
identities. They also testify to the idea of the identities of the post-modern subject, which means 
that identity is not a fixed characteristic but a changing one. 
However, I will first give a summary of the history of New Zealand and the place of the 
Maori people in it, in order to suggest how the ethnic identity of the Maori have been constructed 
vis-à-vis the European settler community. The first inhabitants of New Zealand, or Aotearoa as 
it is called in the Maori language, came to the islands approximately in the 9th century from 
East Polynesia (McRae 1). The Dutch were the first Europeans to discover the country in the 
middle of the 17th century (Keown, Pacific 52). Later, in the second half of the 18th century, 
British Captain James Cook sailed to New Zealand’s shores (Keown, Pacific 52). Keown notes 
that almost a century later, European settlers outnumbered the indigenous Maori population 
(Pacific 57). By this time, New Zealand had fallen under the British Empire’s rule, as “from the 
official British perspective, full sovereignty over the whole of New Zealand was acquired in 
1840” (Belich, Making Peoples 180).  
New Zealand was colonized with the help of the Treaty of Waitangi, an agreement 
between the British Crown and hundreds of Maori chiefs, in 1840 (Belich, Making Peoples 193). 
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The Treaty officially handed over the sovereignty of New Zealand to the Empire. Up to the 
present day there have been disputes over the exact wording and conveyed meaning of the 
Treaty, which was compiled in English but translated into the Maori language for the benefit of 
the chiefs (Mein Smith 49). In addition, Morrell and Swart write that the general aim of 
colonialism was to “banish heathen beliefs and replace them with the English language, English 
customs, and the Christian Bible” and also the “values and rituals concerning deep existential 
and philosophical questions such as ‘who am I?’” were targeted (97). In other words, the 
indigenous culture of the Maori was in danger of assimilation with the culture of the colonialists.  
As noted above, the settlers tried to subordinate the Maori culture and, for example, their 
language was banned from official and educational use in the second half of the 19th century 
(Collingwood-Whittick xxii). Collingwood-Whittick explains that “most colonial societies 
actively engage [in] the practice of imposing assimilation on native peoples with the objective, 
not so much of civilizing or uplifting them [...], as simply of eradicating their indigenous 
identity” (xxii). Nowadays, the situation is different and, for instance, the Maori claims to land 
and natural resources are being solved in the Waitangi Tribunal which was established in 1975 
(Turner 84-85). Land ownership is an important issue to the Maori tribes because land represents 
“not only [...] a material source of sustenance and subsistence, but also [...] a locus of personal 
and tribal identification” (Keown, Postcolonial 142). Consequently, the Maori are reclaiming 
their place in New Zealand after the period of colonization. 
In the eighteenth century Britain was a powerful force in the world, and “stood alongside 
France, Russia, the Chinese and the Turkish empires, as one of the world’s principal states” 
(Porter 1). At that time, some of the countries that were colonized by the British Empire became 
Dominions, which were nation states “linked to the British Empire by sentimental attachments 
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and acceptable degrees of material dependence” (Porter 21). New Zealand gained the Dominion 
status in 1907 (Belich, Paradise Reforged 28). Later, New Zealand was the last of the 
Dominions to attain constitutional independence, which happened in 1947, and a year later the 
country’s inhabitants moved from being British citizens to New Zealanders as “a separate New 
Zealand citizenship was introduced” (Belich, Paradise Reforged 318). Nevertheless, only few 
of the British migrants living in the country actually registered for the new citizenship at first 
(Mein Smith 172). Belich claims that “[w]hen the middle-aged adults of the year 2000 were 
children [...] New Zealand was still a colony – an informal colony, a privileged colony, a 
voluntary colony, but a colony all the same” (Paradise Reforged 321). In other words, the idea 
of the official New Zealander identity is a rather recent one. 
In 2014, the population of New Zealand is more than 4,5 million. According to the New 
Zealand Census of Population and Dwellings 2013, the population consists of 74% European, 
about 15% Maori, almost 19% Asian, more than 7% Pacific and little over 1% Middle Eastern, 
Latin American or African citizens (Statistics, online). It was possible “to identify with more 
than one ethnic group” in the Census, and, in fact, the Maori were the most likely to do so, with 
more than 53% identifying “with two or more major ethnic groups” (Statistics, online). 
Although the Maori are not the largest ethnic minority group in the country today, they can be 
named the most significant for the abovementioned historical reasons. 
Consequently, Moura-Koçoğlu writes about how “the tangata whenua” (39), which means 
“local people [or] indigenous people of the land” (Te Aka), have become an active force “in the 
social, political, and economic domains” (39): 
The unwavering determination to participate in every aspect of society is thus based on 
the understanding that Māori occupy a unique place therein. Such a stance may appear to 
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put the Pākehā majority – as well as other immigrant minorities – at a disadvantage by 
virtue of asserting the Polynesian minority’s historical primacy. (Moura-Koçoğlu 39) 
Pakeha means European New Zealander (Te Aka); the words are used almost interchangeably 
in New Zealand. Indeed, one has to wonder if the partiality to improve the status of the Maori 
in New Zealand actually, as Moura-Koçoğlu hints in the above, precedes the rights and 
recognition of other immigrant groups in the country. 
A visitor to New Zealand notices fairly soon how much the Maori language is used in 
place names and tourism. He/she probably learns at least one Maori phrase in his/her journey in 
New Zealand: Kia ora! which means hello, good luck, and best wishes (Te Aka) and is used in 
tourist brochures, and possibly heard from long-distance bus drivers and TV newsreaders. 
Collingwood-Whittick has noted “the extraordinary plethora of Maori words and expressions 
that [...] have been absorbed into common usage in New Zealand English” (xxvi). Moreover, 
there are programs in schools that promote the sustaining of the Maori language: “the success 
of the educational movements Kohanga Reo (preschool total-immersion language nests) and 
Kura Kauapapa (primary and high schools based on [Maori culture] and total language 
immersion)” (Hokowhitu, “Tackling Māori Masculinity” 277) can be seen as “empowering 
Maori teachers, parents and pupils, strengthening the Maori community’s sense of identity, and 
healing the psychic injuries inflicted by the deculturation process that colonialism imposed upon 
them” (Collingwood-Whittick xxxix). Thus, the Maori language and culture are gaining strength 
and recognition in New Zealand. 
To summarise, this thesis studies the way masculinity and ethnic identity are constructed 
and presented in OWW. An example of the connection of these two main concepts is the idea of 
the Maori warrior. The Maori are an ethnic minority who have been under enormous pressure 
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from the demands of the dominant European New Zealander society. Nowadays, there is a 
dynamic cultural and linguistic renewal of the Maori people in effect in the country. In the next 
section, the literature from Maori authors is studied with the focus on Duff's OWW. 
 
 
1.1 Maori Literature, Alan Duff, and Once Were Warriors 
 
The aim of this section is to present the basis of contemporary Maori literature, the emphasis of 
which is in the genre of the fictional novel which OWW represents. Also, the development of 
the range of themes in novels by Maori authors is discussed. Furthermore, Duff and his novel 
are presented as controversial newcomers to the field of the fictional novel by Maori authors in 
the early 1990s. In addition, the previous study of OWW is presented. Finally, the plot and the 
main characters of the novel are introduced. 
When modern Maori literature began to be published in the 1950s, it was considered “as 
part of mainstream New Zealand literature” (Knudsen 20). This is because Maori literature 
“celebrated the official national ‘happy-families’ approach to race relations and its tone was 
typically that of optimistic nostalgia” (Knudsen 20). Keown explains that “Māori writing in 
Aotearoa/New Zealand is considered as a distinct category on its own, inflected by its unique 
relationship with the pākehā (European) settler culture” (Postcolonial 110). Shoemaker observes 
that “autobiographical and semi-autobiographical prose was prominent in the indigenous 
writing [...] up to the 1970s”, mostly because of the traumatic experiences the Maori had been 
exposed to (246). Since the 1970s “[t]here has been a rapid development of what could be 
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termed indigenous creative writing”, with the emergence of fictional novels by Maori authors 
(Shoemaker 246; emphasis original). Therefore, the English-language fictional novel is quite a 
recent development in the field of literature by Maori authors. 
The first novel in English by a Maori author was Tangi (1973) which was written by Witi 
Ihimaera (Jones 182). His most famous works include The Matriarch (1986) and The Whale 
Rider (1988), which was also made into a successful movie. Ihimaera had previously written 
short stories (Jones 182), as had another Maori author, Patricia Grace, before she published her 
first novel Mutuwhenua: The Moon Sleeps in 1978 (Jones 183). Mutuwhenua was followed by 
Potiki in 1986 (Jones 183). Keown adds to this list of “the best-known contemporary Māori 
writers” Keri Hulme, who wrote the bone people in 1984, Hone Tuwhare, a poet whose first 
published work was No Ordinary Sun in 1964, and Alan Duff (Pacific 145). Ihimaera, Grace, 
Hulme and Duff continue to publish literary works while Tuwhare passed away in 2008. 
Knudsen observes that after “the significant Māori Land Marches of 1975” revealed the 
ethnic lines crossing the country, Maori attitudes began to grow into a different direction from 
the mainstream thinking (20). Therefore, in addition to writing about personal relationships, 
Maori authors focused also on “the survival of the Māori community and Māori culture within 
a Pākehā-dominated world” (Jones 208). Before the mid-1970s works by Maori authors 
“perceived [the modernity of the European influence as a] threat to the integrity of Māori 
communal identity” (Moura-Koçoğlu 110). After the mid-1970s this started to change, as Maori 
authors seemed to realise “that notions such as identity and culture must cope with fundamental 
changes, not least due to the influence of the cultural ‘Other’” (Moura-Koçoğlu 110). Moura-
Koçoğlu writes that Maori authors’ novels also include themes such as “socio-economic 
inequality, discrimination, and cultural marginalization” (149-150). The aforementioned themes 
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refer to the acts of colonialism and to the threat it posed on the Maori people and the survival of 
their culture. 
Shoemaker explains that Maori spirituality is embedded in the novels of “[all] of the major 
Maori novelists who began publishing in the 1970s and 1980s” (254). These novelists 
“emphasize a connection between the physical and the metaphysical via Maori magic and 
religion” (Shoemaker 254), giving the stories a unique ethnic aspect.  Thus, authors have moved 
from exploring “the mere struggle of coming to terms with ethno-cultural diversity” to “the 
translations of indigenous customs, practices, and belief-systems into modern life-stories” 
(Moura-Koçoğlu 151). For example, “indigenous spiritual connection with land is emphasized 
[in texts], not by invoking nostalgic representations of an ‘ancient’ practice but by shifting a 
spiritual relationship to location or place into a modern world” (Moura-Koçoğlu 151). This is 
one of the dividing aspects of OWW in relation to the work of other Maori authors: Duff's novel 
does not have spiritual elements in it but concentrates on creating a realistic view of the situation 
of the urban Maori in the end of the 20th century. 
In the 1980s it was “obvious that a major part of the Māori population inhabited an urban 
‘landscape of unbelonging’” and that the mood of the times also affected the literature of the 
Maori (Knudsen 20). In the end of the twentieth century fiction written by Māori authors 
emphasizes the dislocation of the indigenous identities (Moura-Koçoğlu 97), which can be seen 
in Duff's novel as well. Nowadays, Maori literature embraces many values of multiculturalism 
of which some, Wilson claims, are not found in European New Zealander literature (267). 
Wilson writes that this is because the Maori are “[p]ositioned between English and Maori 
languages, between the rural, pre-contact past and the urban, unbicultural present, between the 
spiritual realm of traditional Maoritanga and the global world of corporate capitalism” (267). 
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Maoritanga refers to the Maori culture and its practices and belief system (Te Aka). The themes 
in OWW correspond to the definition of the dislocated identities of the urban Maori, who 
construct their identities in isolation from their traditional tribal environment. 
Moura-Koçoğlu explains that Maori, who were historically a rural people, moved to the 
cities in masses “after World War Two initially promised economic progress and betterment” 
(76). This had an unwanted effect of fraying “connections to and identification with traditional 
communal life” (Moura-Koçoğlu 76). Moreover, in contemporary Maori literature “negotiations 
of identity [...] give rise to articulations of indigeneity in new forms – forms that are increasingly 
voiced in terms of global modernity” (Moura-Koçoğlu 248). Consequently, Maori authors 
incorporate “blended traditions as well as a distinct Māori world-view” in their texts “in order 
to make meaning out of the modern identities produced” (Moura-Koçoğlu 70). The way to 
unravel “the ways in which postcolonial Aotearoa New Zealand has become an arena of 
transculturality” is to contextualize “Māori writing within a specific cultural, economic, 
political, and socio-historical setting” (Moura-Koçoğlu xxii). In other words, when studying 
cultural identities through the intermediary of literature, one should consider “the socio-
historical and cultural moment which produced” the literary works (Rønning 111). This means 
that as the circumstances and identities of the Maori have changed over time the literature and 
its themes that depict their culture have also changed. 
Rønning lists several novels, for instance Ihimaera’s The Matriarch, Grace’s Potiki, and 
Duff’s OWW, when explaining that all of these novels present largely unanswered “questions 
about identities within minority ethnic groups” (Rønning 111). Rønning suggests that “rather 
than [drawing] definite conclusions” on the questions of Maori identities, the authors mentioned 
try to portray the diversity found among them (Rønning 111). Collingwood-Whittick claims that 
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for some Maori authors “the redemptive sense of belonging [...] is dis/re-covered exclusively 
through identification with their indigenous antecedents” (xxxix; emphasis original). D’Cruz 
and Ross write that “work ethic and education” are Duff’s suggestions for improving Maori 
identity and rootlessness (310). Therefore, “Duff’s [ideas] correspond to a pragmatic 
programme for giving Māori status within the secular nation-state rather than for reconstituting 
a distinct Māori identity based on cultural and spiritual legacies” (D’Cruz & Ross 310). Thus, 
Maori authors give options for identity construction rather than solutions for the situation of the 
Maori ethnic minority. 
Fox explains that characters in the novels by Maori authors have to come to terms with 
“being members of an indigenous minority who find themselves needing to square the values 
and imperatives of traditional Māori culture with those of a hegemonic post-imperial culture 
that is as powerful as it is alien” (119). In other words, Maori characters have to mediate between 
the pressures presented by their ethnicity and being a member of the multicultural New Zealand 
society. In addition to this question of ethnic identity, there can also be “meta-cultural, meta-
generational, and universal” (Fox 119) characteristics in the novels that can shape the masculine 
identity of characters. Fox claims that male Maori characters can have “emotional needs at a 
primal level” which affect them greatly if they “suffer abuse or emotional deprivation at the 
hands of their mothers, fathers, or grandparents” (119). They might also have “destructive 
relationships with parents [...] whose role in their upbringing has left their children deprived of 
the love and sustaining affirmation they need in order to attain a resolved sense of self” (Fox 
155). Therefore, the characters have to struggle with problems of personal and masculine 
identity as well as ethnic identity. 
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Wilson and Riemenschneider note that Duff’s first novel “disturbed the relative placidity” 
of the literary scene of the day (217). Keown claims that OWW was “[w]ritten in part as a 
reaction against the harmonious visions of Māori-pākehā race-relations circulated during the 
sesquicentennial celebrations of the signing of the Treaty of Waitangi” (Postcolonial 144). With 
this view in mind the vision offered by the novel understandably upset some of its readers.  
Indeed, OWW had a very controversial reception: 
The book’s stark realism, almost unmitigated pessimism and uninhibited use of a version 
of Maori English resembling working-class English (as spoken by the socially most 
marginalized sections of society) created a public and critical response experienced by no 
other work before or since. (Wilson & Riemenschneider 217) 
This might be because, as Turner suggests, Duff introduces the “readers to the lives of the urban 
Maori” and also to the “significant tension in Maori society, one that was exacerbated by the 
post-war movement of Maori to the cities, but which was already evident in the mid-nineteenth 
century” (84). Altogether, the novel highlights the theme of the dislocated urban Maori with 
motifs such as alcoholism, violence and neglect which seem to be connected with the Maori 
identity presented in OWW. 
In OWW, the media coverage that followed it, and also through his other literary works 
Duff expresses critical viewpoints to indigenous traditions, and calls “for a modernization or, 
rather, appropriation of indigenous traditions for a modern context” (Moura-Koçoğlu 143). 
Shoemaker writes that “[t]he incredible impact of [...] Duff’s début novel Once Were Warriors 
[...] demonstrated the capacity for indigenous works to cross all boundaries, be they those of 
genre, political engagement, or national borders” (262). For example, the film version of OWW 
was released in 1994 to international success. 
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Previous studies on Duff’s novel have focused mainly on the following issues. Firstly, 
there are the studies of the novel from a postcolonial point of view, where OWW is studies as 
part of a postcolonial body of work written in New Zealand and other countries that were under 
the British Empire’s rule, for instance by Lambert who focuses on the speech and narrative of 
OWW. In addition, Turner's study examines the position of the Maori in the society of New 
Zealand from the viewpoint of OWW. Keown analyses the way “domestic dysfunction, violence 
and substance abuse are explored in the novel as symptoms of a wider cultural malaise within 
Māori society” (Postcolonial 170). Some critics such as Stachurski and Wilson challenge, or at 
least present opinions about Duff’s ideas of the Maori. In addition, Moura-Koçoğlu writes about 
hybrid identities in Duff’s novel. 
Secondly, the New Zealander and Maori masculinity in OWW are explored for instance 
by Stachurski. In her study the dysfunctional men of the Heke family and of the gang are 
analysed from the perspective of the faulty representations of masculinity. Here the idea of the 
“Maori warrior” is given as an example of the misguided masculine image, for instance by 
Stachurski, Fox, and Keown. The “perverted notion of [warriorhood]” (Moura-Koçoğlu 130) 
refers especially to the gang that Nig and Jimmy belong to. 
Thirdly, the women of the Heke family have been addressed in studies by Moura-Koçoğlu, 
Keown, Heim, and Stachurski. Beth Heke is a character who turns her life around, turning from 
an alcoholic victim of domestic violence into an inspirational leader. Keown writes about this 
“female warrior” (Pacific 107) and Stachurski calls her an “agent of [...] change” (107). 
Stachurski also studies Grace Heke and the reasons behind her suicide. Lastly, the differences 
between Duff’s novel and its film version have been studied by Keown and Stachurski. 
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This study continues the discussion of the representation of masculinity in OWW. Besides 
Nig, who is one of the narrators of the novel, the focus is also on two men who are not the main 
characters. These three men, nevertheless, can be compared with each other because of their 
similar backgrounds and the different masculine identities they have in the end. In addition, this 
study involves research on ethnic identities and connects the Maori ethnicity with masculinity 
in the concept of the male Maori warrior. Here the research of Stachurski, Fox, Keown, and 
Moura-Koçoğlu is followed, and the “correct” or traditional form of Maori warriorhood is 
compared with the “incorrect” use of the idea of the warrior by Jimmy, Nig, and the Brown Fist 
gang. 
OWW is set in a state housing area of Pine Block, a suburban of a fictional town called 
Two Lakes in New Zealand. Two Lakes could be seen to refer to Duff’s home town, Rotorua, 
in the North Island: the translation of lake is roto, and rua can be translated into “two” (Te Aka). 
It follows the lives of the Heke family, in addition to some other characters living in Pine Block. 
Jake and Beth Heke, the parents, are unemployed and drinking heavily on the weekends. Their 
oldest child, Nig, leaves the family home to live with his new family, a violent gang called the 
Brown Fist. The leader of this gang is Jimmy Black Horse. 
The other Heke children are Abe, Mark, who is known as Boogie, Grace, Polly, and Huata. 
Boogie is bullied at school, and after a period of truancy, he is sentenced to live in a youth 
borstal. This is where he finds a new way of expressing his masculine identity. The young 
teenager Grace is sexually molested on numerous occasions in her home, and, in the end, 
commits suicide. Beth and the younger children attend her funeral, while Nig is not permitted 
to join them because Jimmy Bad Horse insists that Nig should cast aside any remaining alliances 
with the Hekes, as the gang should be Nig’s new family. Beth throws Jake out of their home 
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after Grace’s suicide note names the father as the molester, and Jake spirals deeper into 
alcoholism. At the end of the novel he is homeless and living on the streets of Two Lakes. Beth 
restrains from drinking and organises some education and care for the children and youth of 
Pine Block. After Nig has realized that the gang life is not what he thought it would be, he is 
killed in a fight between the two gangs of Two Lakes. 
In conclusion, this chapter presented the development of the novel written in English by 
Maori authors. Also, the themes used by authors have changed over the time and as the Maori 
society has faced different challenges. Duff's novel is presented as controversial at the time it 
was published because of the realistic portrayal of its themes such as alcoholism and domestic 
violence. In addition, previous study of OWW was introduced and the themes of this thesis were 
presented as continuing from them. Lastly, the plot and main characters of the novel were 
introduced. Next, the main concepts of this study will be introduced. 
 
 
1.2 Identity and Masculinity: Introducing the Concepts 
 
This chapter aims to introduce the concepts that will be studied in more detail in section 3, which 
are identity and masculinity. Starting from the concept of identity, to understand how it became 
the idea of several, changing identities, one should know something about its evolution. Hall 
lists three “conceptions of identity”, beginning from the historical “Enlightenment subject”, 
which “was based on a conception of the human person as a fully centred, unified individual, 
endowed with the capacities of reason, consciousness and action” (“The Question” 275). The 
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next stage of identity was the “sociological subject”, which echoed the ideas “of the modern 
world”, especially the realization that a person’s identity “was not autonomous and self-
sufficient, but was formed in relation to ‘significant others’, who mediated to the subject the 
values, meanings and symbols – the culture – of the worlds he/she inhabited” (Hall, “The 
Question” 275). These two theories gave way to the notion that is celebrated in our time: the 
“post-modern subject” (Hall, “The Question” 275).  
The post-modern subject has “no fixed, essential or permanent identity. […] The subject 
assumes different identities at different times, identities which are not unified around a coherent 
‘self’” (Hall, “The Question” 277). Hall explains that because we have “contradictory 
identities”, which require our attention to different matters of interest, “our identifications are 
continuously being shifted about” (“The Question” 277). It is no longer desirable to “discover, 
invent, construct, assemble (even buy) an identity” (Bauman 24), because today’s identities are 
changeable and temporary. In other words, in our time it is thought that an individual searches 
and uses different identities in his/her lifetime. 
What, then, is identity? As noted earlier, it seems that there are actually multiple identities 
in a person instead of only one, fixed way of being oneself: 
[Identities are] never singular but multiply constructed across different, often intersecting 
and antagonistic, discourses, practices and positions. They are subject to a radical 
historicization, and are constantly in the process of change and transformation. (Hall, 
“Introduction” 4) 
Also, people use different identities in different situations: “most of us have multiple identities 
depending on the circumstances in which we live and work” (Rønning 110). Therefore, because 
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identities are fluctuating, a person can have a different sense of self as he/she grows up or 
experiences changes in his/her life.  
Grossberg’s view continues Hall’s idea of antagonistic identity positions: “[i]dentities are 
[...] always contradictory, made up out of partial fragments” (“Identity” 91). Fragmentation of 
identities can refer to an individual person’s identities, more broadly to the culture where these 
individuals function, or to both (Grossberg, “Identity” 91). Melucci writes about the “multiple 
bonds of belonging created by the proliferation of social positions, associative networks and 
reference groups”, and of entering and leaving these groups (61). He claims that “each of these 
worlds has a culture, a language and a set of roles and rules that we must adapt to whenever we 
migrate from one to another” (Melucci 61). Thus, a person needs to control and exercise diverse 
identities in order to fit in different groups, for instance groups of masculine association. 
Whitehead offers an explanation of what masculinity can be: “[it] may be conceptualised 
broadly as manhood. Manhood captures something of what it means to be a man beyond other 
axes of identity such as race, class and sexuality, within patriarchal social relations” (413). 
Furthermore, Connell explains that “’[m]asculinity’, to the extent the term can be briefly defined 
at all, is simultaneously a place in gender relations, the practices through which men and women 
engage that place in gender, and the effects of these practices in bodily experience, personality 
and culture” (Masculinities 71). Therefore, masculinity includes ideas from body language and 
body image to social rules and requirements. 
Furthermore, Person claims that because a masculine identity, or manhood, “is something 
that an adult male attains, something that he earns and that is given to him primarily by other 
men and only to a lesser degree by women [it] may therefore be lost or taken away” (108). 
Person explains that "[m]anhood is also a subjective status, a way of seeing oneself” (108). 
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Altogether, masculinity is a wide perception with a strong connection to a person’s identity and 
the view one has of oneself: as identity is an extensive concept including, for example, cultural, 
national, ethnic and personal identities, it also influences the way in which people construct their 
masculinity. In other words, an individual has to construct his/her identity through what is 
offered and demanded of him/her by the society and the groups to which he/she belongs. In the 
instance of a male individual these possibilities and requirements also affect the way he 
constructs his masculine identity, for example, against the position of the cultural or ethnic ideal 
male. 
In conclusion, this section introduced the concepts of identity and masculinity. The post-
modern subject is about the notion that identity is changing and evolving through experiences 
and time, and that people have different identities which they use in different situations. 
Furthermore, one should learn the codes of conduct of various groups he/she comes in contact. 
Particular concepts of interest in this study are the ethnic and masculine identities, which affect 
the way a person sees oneself. Masculinity is a fluid conception similar to identity. Masculinity 
can be recognized by others and, at the same time, it is a way of seeing oneself. Next, identity 
and masculinity will be explored further and connected with Maori identity and masculinity.  
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2 The Concepts of Identity and Masculinity 
 
In the theory section of this thesis I will investigate the concepts of identity and masculinity in 
more detail. Firstly, I will present three approaches of identity, which are the cultural, national, 
and ethnic identities. Therefore, I will move from the widest concept of the three to the 
narrowest. In addition to masculinity, ethnic identity will be in the focus of this study. 
Nevertheless, cultural and national identities connect the ethnic identity to a wider scene. 
Next, masculinity will be presented from the following perspectives. After giving a 
general explanation of what masculinity entails, I will present ideas of growing into, or learning, 
masculinities, as well as hegemonic masculinity and the connection between violence and 
masculinity. Lastly, ethnic identity and masculinity, which in this study connect in the concept 
of the Maori warrior, will be dealt with in detail in section 3 of this thesis with references to 
OWW. 
 
 
2.1 Cultural, National, and Ethnic Identities 
 
In this section the focus will be on the different concepts of identity, which are the cultural, 
national and ethnic identities. The restrictions and support an ethnic group can offer its members 
are discussed. The group also offers distinction not only from the dominant society but also 
from other minority groups. Furthermore, ethnic stereotypes can be created, on the one hand, by 
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the dominant society, and on the other hand, the members of the ethnic group. Lastly, the idea 
of the Maori warrior has been emphasized in past wars and today in the tourist industry. 
The three concepts are usually associated with each other, and are often examined in the 
same study (Sevänen 36). However, at present, cultural identity is studied more and more in 
association with concepts such as “local and regional cultures and identities” (Sevänen 36). 
Sevänen explains that “[c]ultural identity is a wider phenomenon than ethnic and national 
identity, which are subspecies of it” (34). Ethnic identity is the narrowest of the three concepts 
mentioned above, as national identity “can be based on ethnic bonds, but this is not always the 
case, since some nations include ethnic minorities” (Sevänen 35). Moreover, Wicker claims that 
“cultures and ethnic groups as actual, autonomous totalities do not exist [because] ethnic groups 
exist only within nation-states, and in interaction within and with these” (36). On the basis of 
this, one can claim that the Maori ethnic group exists only in relation to the New Zealand society. 
Yuval-Davis defines culture as “an abstract and purely analytical notion. In itself, ‘it’ does 
not ‘cause’ behaviour, but denotes an abstraction from it, and is thus neither normative nor 
predictive but a heuristic means towards explaining how people understand and act upon the 
world” (211). Furthermore, Rønning explains what cultural identity represents: 
[It is] the result of a process whereby individuals or groups consciously or subconsciously 
evaluate their own situation in society, and attempt to establish a sense of self-esteem and 
self-confidence which enables them to accept their own place in society. It involves an 
acceptance of difference from others whilst forming a new belonging. (Rønning 109-110) 
Segers adds to this that “cultural identity is [often] seen as a range of characteristics that are 
unique for a particular culture and “innate” to a specific people” (Segers 74). Sanders explains 
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that cultural ethnicity embodies the distinction of cultural practices of a group by both the people 
of that group and the ones belonging to another ethnicity, as either “insiders” or “outsiders” 
(327).  What this means is that the members of a certain group assess what their social standing 
is in the culture they live in. Furthermore, they may acknowledge their cultural group as distinct 
from others, for instance, the urban Maori are on the one hand, different from the European New 
Zealander population and on the other hand, dissimilar with the traditional Maori community. 
Segers explains that there are three factors that “the cultural identity of a particular nation 
or of a certain ethnic group within than nation can be attached to” (75). Firstly, there are 
statistics, such as population statistics, about the nation or ethnic group in question; secondly, 
the cultural identity of the particular group is constructed on “the programming of the mind 
within a particular community” (Segers 75). This means that “cultural identity can be suppressed 
or thematised by opinion leaders (individuals and institutions) within that particular community” 
(Segers 75). Thirdly, when defining cultural identities, “the outside image of the cultural identity 
of a foreign nation or group” is of consequence (Segers 75). These three factors create an image 
of a unified cultural or ethnic identity. 
However, identities are not necessarily so much constructed from “history, language and 
culture”, but from what those notions relate to in the view of “what we might become, how we 
have been represented and how that bears on how we might represent ourselves” (Hall, 
“Introduction” 4). Therefore, a person’s personal history and life experiences should not define 
who he/she is, but they can affect whom he/she could become. Bauman claims that it is 
important to make others understand one’s place in the society or culture, “so that both sides 
would know how to go on in each other’s presence” (19). Therefore, looking forward, rather 
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than backwards to the history of misrepresentation, can offer a model for indigenous identity 
formation. 
Because people usually consider their national cultures as being part of their characters, 
“the national cultures into which [they] are born are one of the principal sources of cultural 
identity” (Hall, “The Question” 291). However, one is not born with a cultural or national 
identity, but they are rather “formed and transformed within and in relation to representation” 
(Hall, “The Question” 292; emphasis original). National culture means that “however different 
its members may be in terms of class, gender and race, a national culture seeks to unify them 
into one cultural identity, to represent them all as belonging to the same great national family” 
(Hall, “The Question” 296). In New Zealand its national culture is the unifying umbrella under 
which the different subcultures and ethnic cultures live. 
Hall explains that there are different factors which amass to the “narrative of the national 
culture” (“The Question” 293). This narrative connects individuals across the nation. For 
example, there are “national symbols and rituals which stand for, or represent, the shared 
experiences, sorrows, and triumphs and disasters which give meaning to the nation” (Hall, “The 
Question” 293; emphasis original). Another example is the foundation myths of nations “which 
[locate] the origin of the nation, the people and their national character so early that they are lost 
in the mists of, not ‘real’, but ‘mythic’ time” (Hall, “The Question” 294-5). This suggests that a 
national culture is built and maintained through rituals and stories. 
However, modern nations are not as unified as the idea of the national culture suggests 
they are. They may “consist of disparate cultures which were only unified by a lengthy process 
of violent conquest” (Hall, “The Question” 296). More importantly, “nations are always 
composed of different social classes, and gender and ethnic groups” (Hall, “The Question” 297). 
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Therefore, nations have been built for and by different groups that form a national culture 
together, or, as Hall puts it, national cultures “[represent] difference as unity or identity (“The 
Question” 297). 
It seems that although identities are not permanent, there are, nevertheless, enough 
similarities and attachments in individual persons that connect them and make them into groups. 
The concept of identification “is constructed on the back of a recognition of some common 
origin or shared characteristics with another person or group, or with an ideal, and with the 
natural closure of solidarity and allegiance established on this foundation” (Hall, “Introduction” 
2). Paechter explains the conventions of groups in more detail: 
[T]here have to be boundaries between what is part of group practice and what is not. If 
these boundaries are too broadly drawn or too fluid, the community will lose coherence, 
and members will start to feel uncertain about their membership and how it relates to 
identity. Full members of the community have a key role in drawing and maintaining these 
boundaries, by putting pressure on peripheral members to conform or leave. (Paechter 36) 
Therefore, an individual’s identity in a group – especially if he/she is not one of the “full 
members of community” Paechter mentions above – is practically restricted to a certain mould, 
although it seems to be for the benefit of everyone in the group.  
As noted earlier, belonging to a group can be restrictive. Song explains that “an individual 
may find herself caught between the dominant norms and behaviors of the group to which she 
belongs and the potentially different priorities and meanings she values in relation to her own 
individual identity” (54). The choices of the individual seem narrow. Either to conform to the 
demands of the group, or follow his/her “undeniable uniqueness and originality” and risk the 
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group’s approval (Song 54). However, for many people, it is not worth the risk; people are 
“inevitably subject to the very real pressures to abide by certain written and unwritten rules – 
we do live in the public gaze” (Song 54). Therefore, it is easier to identify oneself as a member 
of a certain group than as an outsider. 
Accepting one’s place in a group is not necessarily unsatisfactory. Song claims that 
belonging to a group, especially to an ethnic group, can offer a sense of “belonging and kinship” 
or even of “cultural preservation or group solidarity” (55). Morrell and Swart claim that “a 
variety of cultural resources” from a person’s culture can “give their lives meaning and [...] 
shape their interaction with their social environment” (109). Thus, the cultural model of the 
indigenous society “offers ways of understanding life in terms that are not derived from the 
metropole or necessarily mediated by the cultural effects of globalization” (Morrell & Swart 
109). The big cities of the world seem to have their ethnic corners, where individuals, especially 
immigrants, from a certain ethnic or national background come together. As noted before, the 
support from other people from the same ethnic background can offer a sense of belonging. 
Wicker explains that “[c]ountry-to-city migration and international migration generate 
interactions between people from fundamentally different backgrounds, and carry with them the 
seed of modification and change at the expense of time-honoured loyalties” (Wicker 36). 
Furthermore, there is a “backdrop of ethnic and racial labeling by the dominant society”, with 
or against which an ethnic individual or group needs “to claim or re-create their own self-images 
and identities” (Song 2). The stereotypes of ethnic groups can shape behaviour in that group, as 
the dominant society may create “representations and discourses about minority groups” (Song 
38). Consequently, it may be challenging to preserve an identity that connects with the 
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traditional culture of one’s ethnicity in the changing world, especially with stereotypes of the 
ethnic culture circulating in the dominant culture's discussions. 
In addition to the dominant society’s representations, also the members of the ethnic 
groups can affect other members’ identities. Song claims that this can be achieved, for instance, 
“by making individual members aware of the normative values and behaviors expected of them, 
as group members” (42). Once again, this can be quite restricting for some members, since 
“[e]xpectations concerning dominant modes of behavior are linked with groups’ understandings 
of ethnic and racial authenticity" (Song 48), and can thus limit an individual’s portrayal of self. 
Again, these values and behaviours are “continuously contested through collective debates 
about group culture and identity” (Song 42), as seems to be the case with identities in general. 
Sanders explains that ethnic boundaries “give rise to, and subsequently reinforce, in-group 
members’ self-identification and outsiders’ confirmation of group distinctions” (327). In 
addition, as ethnic groups’ values may change with time, personal and social changes, one can 
imagine that the new set of values must be followed anew. Indeed, the “representations of 
[ethnic] groups [are] constantly subject to change because of shifts of meaning” (Song 16). 
Song writes that “[a] distinct ethnic identity is central to [the ethnic] groups to differentiate 
themselves from other groups” (45). However, “the ethnic and racial designations applied to 
people [do not] necessarily match the ethnic identities held by individuals and groups [to which 
they belong] themselves” (Song 1). In addition to this, “ethnicity is not uniformly important or 
a fundamental part of everyone’s lives” (Song 14). A member of an ethnic group can come from 
any level of the social hierarchy: “[m]iddle-class status does not automatically open all doors; 
nor does it ensure all forms of social acceptance, which are important in the assertion of desired 
ethnic identities” (Song 31). Therefore, although it can be important to form a distinct ethnic 
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identity to separate one ethnic group from others, not all the members of that group want to or 
can represent that image. 
Moura-Koçoğlu claims that “the cultural clishé of the indigenous ‘warrior’ continues to 
be endorsed, but the meaning and cultural relevance of the notion increasingly seem to be 
negotiated from within the minority, rather than imposed by the dominant [European New 
Zealander] culture” (125). Also Keown writes about the “fierce warrior culture” of the Maori 
(Postcolonial 99-100). According to her, “this stereotype was consolidated when Māori inflicted 
a series of humiliating defeats upon colonial troops during the ‘land wars’ of the 1860s and 
1870s” (Keown, Postcolonial 99-100). The idea of the Maori warrior can also be found from the 
material about the Second World War, where the 28th (Maori) Battalion served. The soldiers of 
the Maori Battalion were volunteers and were “organised on a tribal basis” (Mein Smith 165). 
Keown adds that “in various ‘international’ wars of the twentieth century” the idea of the Maori 
soldier coming from a warrior culture was a cause of pride (Postcolonial 99-100).The 
aforementioned clishé is used in today’s tourist industry in New Zealand “where the 
performance of the haka war-dance by tattooed ‘warriors’ caters to a global demand for local 
exoticism” (Moura-Koçoğlu 129). There has been opposition from the lines of the Maori 
towards presenting the ethnic group only in these terms, and thus different and variant cultural 
practices have been offered to the tourists and New Zealanders alike (Moura-Koçoğlu 129). 
Thus, when the Maori are taking control of their place in the multicultural society of New 
Zealand, they are also bringing new meanings to their cultural presentations, not only as 
remnants of history but also as viable vehicles for cultural renewal. 
In connection with the ethnic identity of the Maori and their masculinity Hokowhitu writes 
about the notion of Maori as natural sportsman: “the dominant discourse invariably links 
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symbols of ‘traditional’ Māori masculine culture with sport, and especially with the physical 
and violent sports such as rugby union and league” (“Tackling Māori Masculinity” 274). This 
is because “[t]he stereotype of the Māori as natural sportsman is derived from the ‘noble savage’ 
ideal” (Hokowhitu, “Tackling Māori Masculinity” 268), and the cycle has been fulfilled by 
Maori men “achieving in sport more than in any other area of society” (Hokowhitu, “Tackling 
Māori Masculinity” 269). In the end, “playing sport has come to be viewed as a ‘traditional’ 
characteristic of Māori masculinity” (Hokowhitu, “Tackling Māori Masculinity” 274). This 
serves as an example how a notion with little base in reality has seemingly affected the way the 
dominant discussion sees the Maori ethnic group, and perhaps also how they see themselves, 
i.e., as natural sportsmen. 
To summarize, cultural, national and ethnic identities represent various forms of 
individual or group identity. Individuals presenting these identities share similar values. 
National identity refers to people identifying on a national basis, and ethnic identity refers to 
people from a certain ethnic background identifying with the modes of representation and values 
of that group. Belonging to a group can be restrictive because of the rules and expectations 
placed on group members. However, it can also offer a sense of belonging and acceptance. 
Ethnic identities may be remodelled by the dominant society or by the members of the ethnic 
group. They also distinguish the dominant society and different ethnic groups from each other. 
In addition, similar to the values and assumptions imposed on the member of a cultural, national 
or ethnic group, there are also rules and expectations in groups of masculinity. The next chapter 
will study masculine groups in addition to other aspects of masculine identity. 
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2.2 Masculinity 
 
The aim of this chapter is to study the concept of masculinity from the perspectives of learning 
and constructing masculine identities, following masculine conventions in groups, hegemonic 
masculinity, gender role identities, and the relationship between masculinity and violence. 
Masculinity is the key issue of this thesis and therefore this chapter investigates the different 
perspectives of it. For instance, because two of the three characters studied in this thesis are 
young men, study of learning how to become masculine members of community as well as the 
significance of role models is examined. 
As with identity, there should rather be a concept of multiple masculinities than only one, 
fixed masculinity: Nyman claims that “masculinity is different in different historical contexts 
and cultural contexts” (51). This means that “there is no one single or universal male role” 
because masculinity “is produced through interaction with others and with resources from a 
particular time and place” (Hunt et al. 225). Paechter explains that different masculinities, like 
femininities, are used locally and in specific situations: 
Our various masculinities and femininities are constructed as ways of being within 
particular communities of masculinity and femininity practice, and are likely to change as 
we move between these communities. Masculinities or femininities, therefore, may be 
both experienced and performed differently according to the situations in which 
individuals find themselves; what is understood, experienced and read as masculine in one 
community may be considered, even from the point of view of the same person, as 
feminine in another. (Paechter 14) 
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Unfortunately, there also seems to be presumptions of “’real men’, ‘natural man’, the ‘deep 
masculine’” which refer to the mass culture’s “belief that men cannot change, so it is futile or 
even dangerous to try” (Connell, Masculinities 46; emphasis original) However, choosing one’s 
masculinity is not entirely voluntary: “the possibilities for a person’s understanding and 
performance of self are governed by the communities of which that person is a member and the 
situations which [...] he is in” (Paechter 15). Therefore, an individual has many forms of 
masculinity which he uses accordingly to the demands of the groups he belongs to. 
Masculinity has to “be constantly proven and defended” as an unstable achievement 
(Ducat 1). As Connell and Messerschmidt explain, “[m]asculinity is not a fixed entity embedded 
in the body or personality trait of individuals. Masculinities are configurations of practice that 
are accomplished in social action and, therefore, can differ according to the gender relations in 
a particular social setting” (836). For some men the fear of losing a gained masculine status is 
really an “internal one: the sense that they are not ‘real’ men” (Ducat 1; emphasis original). In 
addition, performing a “wrong” masculine identity in a certain situation could be a 
misjudgement, as “[in] order to remain within a particular community of practice, an individual 
has to regulate her or his performance so that it remains within the norms of that community” 
(Paechter 15). As the judges of a successful or a failed masculine performance are the other 
people in a particular social group, “the performance of gender is a reciprocal relation between 
performer and audience” (Paechter 16). Furthermore, the context of that performance and the 
shared communal practices of the performer and audience are important in this judging 
(Paechter 16). Power relations, influence relations and personal and group acceptability are also 
important factors inside the social group (Paechter 16). Consequently, the status of masculinity 
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can be difficult to sustain, especially in a masculine group where there are certain norms for a 
masculine behaviour. 
It can be stressful for some men to follow the conventions of masculine behaviour 
(Buchholz & Boyce ix). Additionally, following these standards is not the best response of 
relieving stress for some men, because when these “men appraise situations using the schema 
of what is an acceptable masculine response”, they might “feel limited to a certain range of 
‘approved’ responses and coping strategies” (Buchholz & Boyce ix). In other words, limited 
behaviour models in groups can lead to stressful situation. Also, what it means to be masculine 
in the society’s communal definition is to represent the ideal for which men ought to be, rather 
impossibly, aspiring to (Paechter 12). It is something that the “ideal-typical men (who may not 
exist at all, anywhere) are expected to think and do” (Paechter 12). This means that not everyone 
can aspire to the ideal type and it may lead to the ones who do not reach even a portion of that 
ideal being shunned from the group. 
One masculine construction where one supposedly has to aspire to the model of the ideal 
man is hegemonic masculinity. Hammond explains that “the hegemonic mode of masculinity is 
always an impossible ideal: one for which the male strives, but never fully achieves” (114). 
Connell asks the important question of “[w]hat is ‘normative’ about a norm hardly anyone 
meets? Are we to say the majority of men are unmasculine?” (Masculinities 70). However, 
Connell and Messerschmidt claim that hegemonic masculinity offer “symbols that have 
authority despite the fact that most men and boys do not fully live up to them” for instance in 
“professional sports stars” (846). Nyman explains the concept further: 
By hegemony a cultural group sustains its position and preserves its power; a group makes 
concessions in order to preserve its status and thus hegemony is a process of continuing 
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negotiations between the ruling class and subordinated class. It is by giving concessions 
to the subordinate classes or groups that the dominant class remains dominant and 
preserves its political leadership; hegemonic views are more or less mixtures of the values 
of different groups. (Nyman 51) 
In other words, a hegemonic masculine group dominates over other groups, but it must also 
negotiate with them in order to stay in power. 
Connell and Messerschmidt claim that “in the mid-1980s” hegemonic masculinity 
“allowed men’s dominance over women to continue” (832). It was also “distinguished from 
other masculinities, especially subordinated masculinities” so that “only a minority of men 
might enact it” (Connell & Messerschmidt 832). Because the hegemonic masculinity of the day 
“embodied the currently most honored way of being a man, it required all other men to position 
themselves in relation to it, and it ideologically legitimated the global subordination of women 
to men” (Connell & Messerschmidt 832). Even today, the models of hegemonic masculinities 
“express widespread ideals, fantasies, and desires [and] provide models of relations with women 
and solutions to problems of gender relations” (Connell & Messerschmidt 838). Thus, as 
hegemonic masculinity is difficult to acquire only few achieve it and, moreover, these men seem 
to be the ideal for other men and also for women. 
One has to be accepted by a certain social group before one is “fully masculine” in that 
group (Paechter 23). To achieve this, a person must “display certain characteristics and 
behaviour [...] to be accepted as a legitimate participant by those who are already members” 
(Paechter 23). This refers to the masculine identity as being a competitive one, where a man has 
to prove himself to his fellow members of a particular social group (Paechter 23). This masculine 
identity “is defined not just internally by the individual but externally by the group’s inclusive 
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or exclusive attitude towards that individual” (Paechter 23). This can be seen in its most radical 
in the acceptance rituals of gangs. 
Furthermore, masculinity and its “particular attitudes, behaviours, and self-
identifications” belong to homosexual men as well as to heterosexual men (Person 2). 
Consequently, both heterosexual and homosexual men can have masculine and feminine 
characteristics (Person 2). Person discusses the concepts called core gender identity and gender 
role identity and explains that “[c]ore gender identity refers to one’s self-identification as male 
or female. However, gender role identity refers to a self-identity that comprises behaviours and 
preferences referable to masculinity or femininity” (6). The latter identity formation is of more 
interest to this thesis. Not only does gender role identity build “to a significant degree by gender 
identification with the same-sex parent”, but there are also “complementary identifications” of 
other people of the same sex that help form gender identity (Person 6). Therefore, it can be 
argued that an individual learns at least some masculine characteristics as a child by identifying 
with members of the male sex. 
Consequently, Paechter claims that “[a] person’s masculinity or femininity is not innate, 
is not natural, but instead is something that is learned, constantly reworked and reconfigured, 
and enacted to the self and to others” (Paechter 14). Thus, a person would indeed experience 
multiple masculinities or femininities in the course of one’s life. These masculine identities 
develop over time: 
Beginning in adolescence and extending into adulthood, the male is constantly evaluating, 
critiquing, and enjoying his sense of maleness, the size of his penis, and his sexual 
longings and behavior. He is also comparing himself to his peers. Anxiety over 
performance and prowess is as basic to male sexuality as its reputed aggressive content, 
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and it may well be the lingering result of feelings of the weakness and fear of inadequacy 
experienced in earliest life. (Person 6) 
Therefore, one could think that the masculine or feminine ideals and role models that surround 
a child have a huge impact on that child’s future masculine or feminine identity. 
Furthermore, Paechter explains “the communal construction and learning of masculinities 
and femininities” in children’s lives: firstly, a child absorbs the role models for men and women, 
as well as for boys and girls, from his/her family and home environment (Paechter 2). Also, 
“[y]oung children have a strong tendency to generalization, and they will draw conclusions 
about all males and females from what they see around them in their immediate environment” 
(Paechter 2). Later, the child’s peer group and his/her experiences with people from school have 
an impact on his/her masculine identity development (Paechter 2). Thus, it seems important that 
a child has a healthy and varied group of masculine and feminine identities around him/her to 
learn from. 
Masculinities are learned, tested, and altered multiple times in a person’s lifecycle: 
Connell and Messerschmidt explain that “[h]egemonic patterns of masculinity are both engaged 
with and contested as children grow up” (839). In addition, children often learn about 
masculinity “from more powerful, often older, members of their local communities [...] who in 
turn developed their own understandings within similar communities” (Paechter 26). Ducat 
discusses one particular estimation of a behavioural type under the umbrella concept of 
masculinity, that of a wimp or a sissy, i.e. unmasculine boy: “[to] be labelled a sissy is to endure 
shame and humiliation and, not infrequently, physical assault. Because of their treatment by 
peers and adults, such boys tend to have much lower degrees of self-acceptance and confidence, 
impairments that endure well into adolescence and beyond” (Ducat 26). Hokowhitu argues that 
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although there might be a certain “physical masculine prototype” available for Maori men, 
“many [...] are able to live beyond such hypermasculine constraints” (“Tackling Māori 
Masculinity” 277). Nevertheless, “the dominant image of Māori men often belies the reality of 
those [Maori men] who exist outside such constructions” (Hokowhitu, “Tackling Māori 
Masculinity” 277). It seems that the dominant image continues to be one of physical 
masculinity. Thus, the conduct and masculine representation of parents, teachers and other 
authority figures is viewed by children as possible ways of acting in different situations, whether 
the conduct of the adult role model is positive or negative towards other people and different 
ways of expressing oneself. 
Ducat also writes about the role of the unavailable father for masculinity (31). Ducat 
explains that “[a]n inclusive, consolidated, and secure sense of a masculine self” in a boy 
depends upon “a secure attachment to and intimate relationship with a father (or salient male 
caregiver) as well as a mother” (31). However, Ducat claims that a father may be “emotionally 
or physically unavailable”, and “almost always far less present than” a mother (31). Here Ducat 
refers to a family model of a female and a male parent, which, in reality, is not the family model 
in every household. Nevertheless, one can imagine that the behaviour of the father may affect 
the way how adult males treat their own children, either by reproducing the paternal model they 
learned at home or trying to offer an opposed fatherhood of the one they experienced as children. 
Some men are, indeed, unavailable, but some are also violent. Because, as Connell claims, 
“[t]rue masculinity is almost always thought to proceed from men’s bodies” (Masculinities 46) 
the physicality of violence may be easy to connect with this image: 
Either the body drives and directs action (e.g., men are naturally more aggressive than 
women; rape results from uncontrollable lust or an innate urge to violence), or the body 
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sets limits to action (e.g., men naturally do not take care of infants; homosexuality is 
unnatural and therefore confined to a perverse minority). (Connell, Masculinities 46) 
In addition to the claim that men’s bodies may drive their decisions, violence in men, especially 
against women, can be the result of many other factors (Ducat 51). For example, on the one 
hand, there is “shame-fueled rage”, and on the other hand, “some men feel [the need] to assert 
dominance” (Ducat 52). In other words, “[o]ften the apparent aim, and certainly the effect, of 
physical abuse is to induce docility and compliance” (Ducat 52). In other words, men’s violence 
may proceed from their bodies and present oneself through rage and asserting dominance. 
Person claims that the overt masculine persona of some men “[compensates] for men’s 
feelings of subordination” (Person 16-17). Furthermore, “the more traditional and 
‘unreconstructed’ models of masculinity [...] tend to correlate most strongly with patterns and 
practices of violence and, moreover, these are precisely the models of masculinity that are also 
often most repressive to men themselves as full and complete personalities” (Edwards 62). In 
other words, this vicious circle of violent behaviour seems to involve men who employ 
traditional masculinity which can enhance their stress of following limited models for 
masculinity. 
Therefore, when these men understand that there is a divide between what “his Ideal 
Masculine Self” is and what “his lived-in reality” actually is, the separation of these two may 
lead to violence (Whitehead 414).  In other words, because it seems impossible to live up to the 
ideal male image, and in the case of men who fear that they do not actually live up to the 
expectations laid down for them by themselves and others, this can lead to behaviour, “[a]t the 
extreme, [of] some men [enhancing] their self-esteem by dominating and sometimes brutalizing 
women” (Person 17). This is because “[v]iolence by him may be regarded as functional in 
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maintaining an idealised and internalised sense of manhood in the face of external realities that 
point to his inability to do so” (Whitehead 414). Therefore, trying to reach the ideal masculine 
model of a certain group or society can lead to violence when men cannot handle the 
disappointment or disgrace of not reaching it. 
Also, Hokowhitu claims that with Maori men masculinity “is archetypically considered 
hyper-masculine in some regards” (“Educating Jake” 48). Hyper-masculinity means that 
“[w]hile a general masculine trait may be ‘assertiveness’ or ‘muscularity’, in the supposedly 
hyper-masculine Māori man these traits manifest themselves as aggression, violence and an 
imbalanced reliance on physicality and the passions” (Hokowhitu, “Educating Jake” 48). In 
addition, Connell and Messerschmidt explain that although also the term hegemonic masculinity 
is sometimes used in connection with “[men] engaging in toxic practices – including physical 
violence” the concept of hegemony does not naturally refer to the violent behaviour or men 
(Connell &  Messerschmidt 840-1). Therefore, to be accepted into a group of hyper-masculine 
men one must possess characteristics such as aggression and physicality. Also, in hyper-
masculine men there is also an “under-reliance on intelligence and emotional maturity” 
(Hokowhitu, “Educating Jake” 48). 
Edwards separates different types of violence: on the one hand, there is “violence that is 
directly physical” and which includes “[h]itting, punching, pulling, tearing, smaching, stamping, 
slamming and similar activities [...] against another person or property” (Edwards 45). On the 
other hand, there is violence that “is more verbal or psychological”, and which includes, for 
instance, “[t]aunting and personal verbal attacks” (Edwards 45). However, it is more difficult to 
determine what is defined as verbal or psychological violence, since this involves the personal 
opinions of the people involved in the action and also communal or social opinions as to what 
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counts as non-physical violence (Edwards 45). Although the physical violence is often the most 
harmful as it can even be fatal, also psychological violence can have a strong and lasting effect 
on people. 
Nevertheless, Edwards questions the statement that violence is part of masculinity. He 
claims that “for many people men’s propensity towards violence is a direct outcome of their 
maleness or in short their biology”, but it could be “a social or more simply learned 
phenomenon” as well (Edwards 50). As also women can be violent, Edwards notes that violence 
cannot be determined by gender (Edwards 60). Nevertheless, it could still be considered as part 
of masculinity, because women can be considered masculine as well (Edwards 60). Also, 
masculinity and alcohol consumption could be linked together. 
For a viewpoint on masculinity and the consumption of alcohol, Hunt et al. present their 
idea: “[t]o drink is to be masculine, and to drink heavily is to be even more masculine” (227). 
They write about the cross-cultural gender characteristics of alcohol drinking men, and say that 
“[in] general, men are more likely to drink, are more likely to drink heavily, and are more likely 
to experience problems with their drinking” (Hunt et al. 227). Thus, some men may see the 
consumption of alcohol as masculine behaviour. 
In conclusion, this chapter presented several notions of masculinity as a gender role 
identity. Masculinities, like identities, change over time and from group to group. Masculinity 
can be problematic for many men because reaching an ideal masculine identity may be 
impossible, and if reached, difficult to maintain. Hegemonic masculinity refers to the masculine 
identity of the group who dominates other masculine groups in addition to women. Furthermore, 
masculine groups have their own rules and one must comply with them in order to be accepted 
in the group, which can be stressful. Masculinity is learned from older or more powerful role 
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models, for instance members of the family, and later from peer groups. Therefore, masculinities 
grow and change with the person in his lifetime. Lastly, violence cannot be said to be part of the 
definition of the male gender, but it can be considered as a masculine trait. Next, the concepts 
of ethnic identity and masculinity will be analysed from the perspective of OWW in the 
following section. 
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3 Ethnic Identity and Masculinity in Once Were Warriors 
 
This section will discuss the three male characters mentioned above, namely Nig and Boogie 
Heke and Jimmy Bad Horse. In this analysis their masculine identities are compared with each 
other to study their possibly different ways of constructing a masculine identity. The two Heke 
brothers are examples of learning and constructing masculinities, because they are young men 
whose masculine role models change during the novel. Also, the experiences they have affect 
their identities. Jimmy Bad Horse represents a masculine idol Nig aspires to be but who, in the 
end, clearly represents a negative type of masculine identity that can be contrasted with those of 
Nig and especially Boogie’s. 
Firstly, I will introduce each character in more depth in chapters 3.1 – 3.3. I will show 
how their pasts seem to be quite similar, i.e., that they are all Maori men who come from 
unsteady homes. Nevertheless, they all seem to have different relationships with their parents. 
Unfortunately, Jimmy’s background is presented in a less detailed way than Nig and Boogie’s, 
but I will study the available descriptions of him that there are. Also, I will discuss the gang 
members in general in 3.3, because Jimmy is always with the other members when he is 
described in the novel. We know most about Nig, who is one of the narrators of the novel. He 
is the eldest child in the Heke family, with younger siblings Abe, aged fifteen, Boogie, Grace, 
aged thirteen, Polly, aged ten, and Huata, who is seven years old. 
Next, I will inspect how the men’s masculine identities develop during the novel, if at all. 
Fox argues that the “abuses perpetrated by bad fathers and bad mothers leave the male characters 
in [OWW] in an acute state of emotional deprivation – they are left feeling either starved of love, 
or invalidated, or a combination of both. This in turn results in a range of disturbed behaviours” 
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(19-20). In other words, the men’s background affects the person who they become, but they 
can also change their identities. Furthermore, because masculinity is defined by “the prowess of 
the masculine body” in Pine Block, there is no space for other types of masculine representations 
(D’Cruz & Ross 350). This is seen in the lack of alternative and positive male role models in 
Pine Block. 
Lastly, I will focus on the image of the Maori warrior in the novel, and how the three men 
in this study are presented as Maori warriors in section 3.4. Maori warriorhood combines the 
notions of ethnic identity and masculinity, and is referred to often in OWW. I will also introduce 
the Maori chief Te Tupaea as a person who represents traditional Maori warriorhood and 
therefore acts as a point of comparison to Nig and Jimmy. Stachurski explains that “the Brown 
Fists have a […] function […] to provide an inauthentic version of Maoritanga and Maori 
identity against which another – authentic – version is measured” (101). Lastly, I will draw my 
conclusions of the findings of this thesis in section 4 Conclusion. 
The outlook at the beginning and the middle section of the novel is not a positive one for 
the characters. D’Cruz and Ross claim that “[t]he Pine Block Maori are culturally alienated, in 
addition of having material disempowerment”, and “[c]onsequently, a viable identity and a 
sense of community are for them fragile constructions at most, easily eroded and rootless” (309). 
In OWW this is seen, for instance, when the children are playing on the streets and destroying 
the surface of a footpath in Pine Block, “[so] it looked no different to the area, the tone of Pine 
Block: neglected, run-down, abused […] [and] prideless” (11). These words describe also the 
residents of the area, especially the children and the youth. 
The residents of Pine Block do not actively construct their ethnic identity or find pride in 
belonging to the neighbourhood before the end of the novel. Instead they spent their time in 
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activities such as drinking, playing cards, and collecting welfare. Fox writes that before Beth 
begins to educate the residents of the area about their cultural heritage with the help of Te 
Tupaea, 
Duff’s heroes [...] variously feel ashamed at belonging to what they perceive as a defeated, 
inferior culture, or else are shown to be either the perpetrators or victims of a brutality and 
ignorance inherent in that culture. Either way, their status as indigenous men trying to live 
in a post-imperial society dominated by Pākehā culture creates inner pressures that greatly 
compound whatever other difficulties they may be experiencing in their subjective 
formation. (Fox 119) 
Pine Block, therefore, “represents a place of double abandonment, and consequential isolation, 
for a majority of Māori” (D’Cruz & Ross 347). On the one hand, there is the neighbouring 
“Trambert property, with its leafy gardens, lush lawns, and stately opulence, Pakeha power and 
prosperity” (D’Cruz & Ross 347), which serves as a constant reminder of the feeling of 
inferiority amongst the Pine Block residents. On the other hand, the residents are not full 
members of the (traditional) Maori culture, which “leaves little scope for encounter with positive 
self-images, or for any sense of cultural pride” (D’Cruz & Ross 347). This is shown in Beth 
before she understands the power of self-assertion and self-confidence through cultural pride: 
“her thoughts so often turned to disgust, disapproval, shame, and sometimes to anger, even hate. 
Of [the Maori in Pine Block]. […] At the restrictions they put on themselves […] of assuming 
life to be this daily struggle, this acceptance that they were a lesser people” (8). 
Thus, the residents of the area are isolated and belittled firstly by the European New 
Zealander community, who, as Beth believes, use Pine Block as a “dumping ground for its 
human rubbish” (14), and secondly by the ethnic, traditional view of the Maori people which 
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seems foreign to them. For Beth the ceremonies at Grace’s funeral cause resentment: “Beth half 
resenting the male elders, their privileged position, their secret language that only they and a 
few others knew; remembering that this very place, its cultural practices, had always been a 
mystery to a young girl growing up: a males-only domain” (120). Therefore, one could argue 
that there is also a third kind of isolation, that of the Maori woman in a masculine society. 
Moura-Koçoğlu writes that “[t]hroughout the novel, [Duff] paints a picture of a people 
who have themselves to blame for socio-economic shortcomings and cultural alienation”, but 
“[at] the same time, [he] offers a trenchant criticism of Pākehā-dominated institutions whose 
policies support this selfsame distorted world” (145-6). Duff’s point of view can be seen in the 
character of Te Tupaea who criticises the Maori in Pine Block: “[y]ou have been enduring your 
pain like […] slaves! […] You endure your pain only by the false courage of beer” (180-1; 
emphasis original). On this instance, Te Tupaea accuses the residents of Pine Block of not 
following the example of their warrior ancestors who controlled their feelings by self-control 
(180). Moreover, as the chief offers cultural knowledge to the masses, they begin to change their 
view of their cultural heritage from that of brutality to that of strength, as they have “new-found 
pride” (197) in themselves and their ethnic identity. 
Thus, Duff offers at least a partial answer to the alienation of the Maori in the novel. In 
addition to Boogie, who gains self-confidence by learning the traditional funeral song, this is 
seen in some other Pine Block residents who educate themselves on the historical and cultural 
traditions of their tribe. Stachurski explains that “[e]ventually, many Pine Block characters 
develop an internally generated pride and strength in being Maori through learning traditional 
concepts and practices (rendering physical violence redundant)” (101). Even some Brown Fist 
members could be drawn into learning about the traditional culture, as some of them gather 
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outside “the local community hall” in order to listen to a cultural performance practiced indoors 
(190). 
Although Hokowhitu discusses the film Once Were Warriors when he writes that it 
“provides a bleak yet realistic description of the violence in urban Māori life, and some 
resolution to the violence (i.e., a return to traditional cultural practices and rural settings)” 
(“Tackling Māori Masculinity” 263), this could be applied to the novel as well. There is certainly 
a large amount of violence described in OWW, from spousal battering to gang violence, and it 
seems to be realistically presented. Furthermore, Stachurski explains that “Duff does not 
represent his newly culturally literate Maori characters as losing their aggression and defiance; 
rather, it is managed by being re-channelled” (102). For example, at the end of the novel Te 
Tupaea leads “men and youth of both sexes” to work together and to build a rugby field with “a 
changing room and shower block” (194) in Pine Block. Rugby can be considered as a physical, 
even violent sport, and one can imagine that it offers a good way of rechanneling one’s 
aggression away from violence. 
To sum up the main points, this section studies how Nig, Boogie, and Jimmy’s ethnic and 
masculine identities are presented in the novel. Each character will be studied with reference to 
their constructing and developing masculine identities, as well as how they represent different 
types of Maori warriorhood. The men in this study live in a society which is emotionally and 
culturally alienated and adheres to the idea of the physical or violent masculinity. However, a 
solution for the ethnic isolation of the Pine Block Maori can be found in re-adopting cultural 
traditions and heritage and gaining pride through them. 
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3.1 Nig Heke 
 
This chapter will discuss Nig Heke, who is one of the main characters and narrators of OWW in 
addition to his parents and his sister Grace. In the novel Nig leaves the family home because he 
wants to join the Brown Fist gang. Through a violent entrance fight Nig is admitted as a nominee 
gang member. He has to prove his allegiance to Jimmy Bad Horse and the gang by performing 
violent acts and denying the relationship to his family. In the end Nig refuses to harm an innocent 
woman and loses Jimmy’s trust. Nig is killed in a fight between two gangs, having already 
attained painful injuries from a previous altercation between the Brown Fist and the Black Hawk 
gang members. In terms of the theme of this thesis, Nig constructs his masculine identity on the 
basis of his role models who are the gang members and the tough, violent males of the 
community, including his father Jake. However, Nig’s masculinity undergoes a change when he 
realises that the masculine identity he desired seems to be a faulty and undesirable one. In the 
end he seems to regain a sense of his identity as Nig Heke, not having given all of himself to 
the gang. 
Nig is the oldest of the Heke children at seventeen. When he was born, he was loved and 
cared for by both of his parents: “[Beth] wanted a son for [her] first and so did Jake. [She] 
[r]emembering how they used to make such a fuss of [Nig] whenever he was ill” (40). However, 
Jake has not been a good father to any of his children, and Nig dislikes his father (152). This is 
because Jake is violent towards his wife: “my old man goin off his face when I was growin up 
and so were my kid brothers and sisters tryin to do the same: just grow up. In peace” (157-8). 
Jake is present in his children’s lives but, as Fox expresses it, “in a highly negative sense” (19). 
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In other words, Nig has been raised in a home where he and his siblings have not been able to 
grow up in a supportive and safe environment. 
Nig is his mother’s favourite child (10). She confronts her son when she finds out that Nig 
wants to join the Brown Fist gang. Beth appears to give him an ultimatum: “you better not be 
joining up with no Brown Fists, mista, or you and me are through” (15-6). Consequently, Beth 
yields in the face of “Nig just looking at her that way he did [...] with those glistering brown 
eyes looking hurt”, and takes back her threat (16). Even the neighbours of the Hekes have 
noticed that Beth is tender-hearted towards her son: “[Beth] always loved that kid. All the years 
I been here I never saw [her] so much as lift a hand to that boy” (148). This suggests that other 
mothers may discipline their children physically in Pine Block, making Beth’s treatment of her 
eldest as well as her other children an exception. Although Nig may govern the younger siblings 
he is not “a bully” towards them, and Grace thinks that Nig loves her as much as she loves him 
(29). Therefore, Nig is loved and shares that love with at least some members of his family. Not 
everyone in the novel, it seems, especially in the Brown Fist gang, have experienced such love. 
Nig is described as having “handsome features so much like his father, but Nig’s more 
refined, more handsome” (16). Also, all the Heke children are tall like Jake (23). Indeed, Nig is 
physically a “shadow of his father” (29). Like his peers in Pine Block, Nig idolises physical 
men. Once, when looking for something under Nig and Abe’s beds Beth finds “only comics and 
magazines, karate mags, boxing and rugby mags” (10). In addition, the walls of the two oldest 
boys’ room are covered “with pictures of males in fighting poses, boxers, [and] karate jokers” 
(10). Therefore, the masculine role models of Nig and Abe are plainly seen. Also, Nig is an able 
fighter, as is shown in the “rumble” he has to participate in order to be admitted as a prospect 
member of the Brown Fists: “[m]an, I moved like I was a boxing champ. God, I was good” 
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(136). In addition to being able to defend himself and fight, Nig presents an outward image of 
the ideal masculine man in Pine Block and especially in the Brown Fist gang with his tall and 
strong physique. 
A repossession job that turns into violence is a central event in Nig’s storyline. Jimmy 
Bad Horse works as a repossession agent for “Star Appliances of Taniwha Street” (156). When 
collecting “the payment arrears” of a TV bought by a Maori man, the man tells Jimmy and Nig 
that he does not have the TV to give back or the money to pay the depth (156). Jimmy threatens 
the man with violence if he will not pay back the money on the following day when the gang 
members arrive to collect it. One of the gang members is Nig’s childhood acquaintance Warren 
Grady (137), who serves as a character with whom Nig and his actions are compared. They have 
both wanted “the same membership for as long as [Nig] could remember” (137), and finally 
they become prospect members in the gang. This means that they are not yet full members of 
the Brown Fists but they have been let in through the front gates that shelter the headquarters of 
the gang (136). Thus, the prospects are a step closer to earning their own “jacket with the Brown 
Fist emblem” (194), which symbolises a full entrance into the gang. Although they become 
prospects at the same time, because of his ruthless behaviour, Warren eventually becomes a full 
member of the Brown Fists earlier. In other words, to gain full membership in the gang means 
that one has to use violence and be merciless towards people outside the Brown Fists. In 
addition, the gang is a competitive arena for masculine performance because of the rivalry the 
prospects have to take part in. 
After the visit with Jimmy, when Nig returns to the house of the Maori man the next day 
with Warren and other gang members, the man is not to be found but his wife is at home. When 
it becomes evident that the family have no assets to confiscate, Warren uses violence against 
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the woman. Nig is terrified by the proceedings, thinking “what’ve I got myself into?” (157). Nig 
is used to seeing domestic violence and has even participated in a fatal fight when he competed 
for the right of entrance to the gang, but being is a stranger’s house and seeing Warren attack 
the woman makes Nig feel horrified at what the gang members can do. Moreover, Warren’s 
violence against the defenceless, innocent woman makes Nig want to “murder [Warren], Brown 
brother or not” (158). Warren, in Nig’s eyes, is “the kid turned into a man I don’t recognise” 
(158). Warren can be seen as the person whom Nig could become if he was as ruthless as 
everyone else in the gang. Furthermore, Nig would rather defend the innocent woman instead 
of taking part in abusing her, although the latter is exactly what is expected of him as a gang 
member. In other words, Nig does not give all of himself to the gang but keeps his own identity 
and moral code. 
Moura-Koçoğlu claims that after the repossession job Nig “falls into disgrace. The gang 
denounces and casts out members unwilling or unfit to engage in crime and murder” (137). 
However, Nig gets another chance to make up for his behaviour (158), as Jimmy does not 
immediately cast him out after the incident. Heim explains that Nig is a character who is a 
“troubled [bystander] who helplessly [struggles] to dissociate [himself] from scenes in which 
[he is] forced to participate” (4). This is seen most notably in the repossession job when Warren 
vandalizes the house while Nig views this and feels “helpless; lost, sad, an invader” (158), and 
cannot understand how Warren can act in such a manner in somebody else’s home (157). 
Therefore, at the same time as he has to defend his masculine image as worthy of belonging in 
the Brown Fists, Nig begins to understand that he cannot strive to the ideal model of masculinity 
presented by the gang and culminated in Warren. 
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So far Nig has been known as the son of Jake, but being a member of the gang and part of 
a group that is feared would mean that he could deserve authority on his own accord. However, 
Nig soon finds out that instead of gaining authority and respect through joining the gang, he 
feels disappointed and afraid because his idea of gang life has not lived up to his expectations. 
Nig realises this when he loses Jimmy’s respect and consequently Tania, whom Nig met at the 
gang headquarters, ends her relationship with him: “[t]he dream’d turned to a nightmare” (159). 
Therefore, “gang life requires too great a compromise to hold any promise of security and home; 
by translating the notions of warriorhood and strength into crime and violence, it fails to provide 
a sense of belonging” (Moura-Koçoğlu 137). One must ask why Nig does not leave the Brown 
Fists after he understands that the masculinity they impose on each other is not something he 
could or would want to possess. The answer may be found in the idea that when a man has 
achieved a certain masculine identity and a place in a masculine group, it can be daunting to 
renounce them. Without his membership in the gang Nig may feel that he has failed to enact his 
masculine identity in an area where it is a valued the most. 
The masculine group of the gang has rules to those who wish to belong to or join the 
Brown Fists. The first and most important rule of the Brown Fists is that the gang family comes 
first (136). For instance, if someone wants to become a full member of the Brown Fists, he might 
take “the rap for each other for crimes done”, even for murder (74), i.e., the person puts the 
needs of the gang ahead of himself. There is “mad loyalty given to being a gang member” (74). 
For instance, Nig cannot attend Grace’s funeral because Jimmy insists that Nig must choose the 
Brown Fists as his family instead of the Hekes: “This is your fuckin family. From now on, this 
is where you’re at” (140; emphasis original). Nevertheless, Nig makes the mistake of referring 
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to his sister’s funeral only moments after Jimmy has given the new gang prospects, including 
Nig and Warren, a speech about where their alliance should now lie: 
I ain’t heard a no sista called Grace in this family. [...] What sista called Grace, man? Man, 
I didn’t mean But the leader turning his back again, and pointing. You mean her? At this 
skinny bitch, Nig’d seen her around, mean as. Hidden behind her shades she looked 
meaner’n some a the dudes. Her name ain’t Grace. (I never said she was.) And she’s a 
sista. Nig twigging at that. (138) 
Thus, at the same time he is welcomed into his new family Nig is required to renounce his 
identity as the son of Jake and Beth Heke and the older brother to his siblings. However, the 
gang cannot really be compared to a real family since the male and female members of the 
Brown Fists have sexual relationships with each other. 
Nig thinks of Tania as a girlfriend and, for instance, seeks her approval when getting a 
facial tattoo, “asking every so often, It looks alright, Tania? She grunting. Yep. Choise” (182). 
However, when Nig gradually loses Jimmy’s respect Tania seems to become more reserved as 
well. On the night Tania ends their relationship, she seemingly wants to hurt Nig by offering 
her body to any willing gang member: 
That night Tania announced: I’m on the block tanight, boys. Slurring, with a sway on, and 
giving Nig Heke this terrible look as if he was ta blame her putting herself on the block 
for all the fullas to fucker. […] Then she tripped and stumbled over to the table where they 
sometimes ate from but mostly perched on and rested their beer bottles on, and anytime 
there was a sheila for blocking it was usually there they did because it was easier just ta 
flop yaself out, walk up toer and giver one. (193) 
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Nig knows that Tania does not enjoy sex, and is not putting herself “on the block” happily (194). 
His punishment is to watch the proceedings happening before him (194). Thus, Nig loses his 
girlfriend by not conforming to the masculine ideals of the gang or the set rules of the group. 
Tania emasculates Nig by offering her body to others, making a point of Nig not being man 
enough for her. In addition, on the night they first have sex Nig tells Tania his opinion that sex 
is “kinda special”, but Tania does not think the same: “wasn’t nuthin anyway. [...] Yeah, whassa 
big deal about havin it?” (151). What Tania finally does with her body is showing Nig that the 
sex between them was really nothing special, but just a commodity to be offered to him or to 
the whole gang if she wants to. Furthermore, Moura-Koçoğlu claims that the world of the Brown 
Fist gang is one “of perverted values” where it is acceptable to gang-rape female members of 
the gang community (136). 
As a member of a masculine group with certain rules of conduct Nig seems to believe that 
he has to act tough. When he thinks about his dead sister while he is in the gang headquarters, 
he feels “the emotion welling up in him” (151-2). However, Nig “[brings] it under control, 
thinking: I’m nearly a Brown now” (152). Therefore, being in a gang means, at least for Nig, 
that he cannot show his emotion and cry. In other words, Nig has to follow the codes of conduct 
of the masculine group in order to remain a member of the gang. Moreover, being a coward, or 
someone who does not like violence – such as Boogie – is not an encouraged behaviour model 
in Pine Block, and it makes a person “a sort of freak, a standout from the rest of the Pine Block 
roughies” (22). This is not a personality trait Nig or anyone else in Pine Block aspire to have. 
When Jimmy tries to emphasise the point that the young man has to choose where his 
allegiance lies, he tells Nig that the gang members have “[s]taunchness, Nig Heke. For each 
other, man, […] we’d die. [...] We might – Jimmy cocked his head to one side, acting funny – 
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we might even – HAHAHAHA! – even – HAHAHAHA! – you know, loooove each utha” (139; 
emphasis original). Jimmy continues: “[d]unno whether we’d go that far. [...] More like 
belonging!” (139; emphasis original). This comment refers to the tough surface of the gang 
members, which means they cannot show emotion and love to each other. Although they 
consider themselves as members of the same (gang) family, they do not function as one 
emotionally. In other words, as Moura-Koçoğlu writes, “Nig all too soon comes to realize that 
his membership in the gang proves to be a hollow and counterfeit image of warriorhood and 
family” (137). As noted earlier, feeling and receiving love is one aspect which differentiates Nig 
from the others, since he has experienced it throughout his childhood and youth from his mother. 
Even the thought of loving other people seems almost foreign to the other gang members. 
The word “love”, which Jimmy uses in a way which makes it sound like a part of a joke, echoes 
in the gang headquarters: 
The Gang [...] said it in a dozen different ways: you know, tiptoeing it out, lettin the word 
sorta plop out, or teasing it out, or spittin it. Like it was some kinda bad-tastin medicine, 
sumpthin like that, they knew’d cure em. But damned if they were gonna take it, fucked 
if they were. And Nig could hear the change when their leader yelled: More like 
belonging! Eh people! (139; emphasis original). 
The gang members treat the idea of loving each other either as a joke or a notion that disgusts 
them. Later, when they listen to Stevie Wonder’s song I Just Called to Say I Love You, when 
the song “got to the chorus [...], it was when they sang loudest: ...to say: I LOVE YOU!” (155). 
This can be seen as irony towards the concept of love they were joking about earlier. In other 
words, they can say to each other “I love you” by the means of the lyrics of the song, although 
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they may not believe in the concept. The failure of love amongst the gang family is seen also in 
the way they treat the female members of the Brown Fists. 
Although Nig has grown up seeing his masculine role models hurting women, he does not 
want to follow their example, as he tells Jimmy: “[n]ot my scene, man. [...] Beating up on 
woman” (158). Nevertheless, he slaps Tania across her face when he thinks she is making fun 
of him (151). However, her response to this alarms Nig, as, because of his act, he could be in 
trouble with the gang: “[t]ell ya what, busta, I only have to give the word to them downstairs 
and you are dead meat” (151). After this incident Nig does not hurt women again. Consequently, 
Nig does not seem to represent the image of the hyper-masculine man Hokowhitu discussed 
earlier in the theoretical section. Nig seems to have more emotional maturity than many other 
gang members, since he can feel sympathy towards other people. Also, he does not function 
mostly on feelings of aggression and passion, thus differing from the behaviour of his father. 
After the repossession job mentioned before Jimmy sends Nig to escort two young gang 
prospects to the courthouse. Unfortunately Nig and the two fellow prospects are at the 
courthouse on the same day that a “[c]arload of Black Hawk prospects” (192) come there. 
Although this could have been a mix-up by a court official, Nig immediately thinks that 
“Jimmy’s set us up” (192) with the intention of perhaps teaching Nig a lesson, testing his 
conviction to the gang and its members, or even to mediate his murder. At the moment the 
members of the other gang attack them, Nig thinks that “I’m a Heke” (193) before answering 
the violence. This may mean that Nig rediscovers his identity as Nig Heke, son of the strong, 
tough, and respected fighter Jake, ultimately an individual and not only a Brown Fist prospect. 
Therefore, Nig differentiates himself in that moment from the Brown Fist family and engages 
in the fight as a member of the Heke family, while defending himself and his own identity. In 
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the end, Nig sees the failure of the masculine identity he idolised and aspired for, and returns 
back to being his own person, although still a member of the gang until his premature death. 
To summarise, Nig idolises masculine and physical men and therefore aspires to join the 
Brown Fist gang to achieve his ideal masculine identity. Consequently, his masculine identity 
is at first that of a fighter, having constructed it based on the tough and violent men he idolises. 
However, in the end he sees the problems of such masculinity, as presented by Jimmy Bad Horse 
and Warren Grady, with the latter representing a model of masculinity which Nig might attain 
if he acted against his innate empathy and moral code. Also, Nig is asked to deny any 
connections to the Heke family when he is invited to the gang family. Nevertheless, the gang 
cannot provide a secure sense of home or belonging as the members have to constantly prove 
their allegiance to the gang. In the end, Nig rediscovers his identity as a member of the Heke 
family and his own person. 
 
 
3.2 Mark “Boogie” Heke 
 
This chapter aims to present the masculine identity of Boogie. Boogie is an interesting character 
because he is the only young man in OWW who is held in contempt by the other men because 
he does not want to be violent. Nevertheless, Boogie finds another way of expressing himself, 
or rather a way of gaining self-esteem and thus also respect from others, which is by performing 
a traditional Maori funeral song at his sister’s funeral. In addition, this chapter will also present 
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Boogie’s masculine role models that change through his experiences from the physical, violent 
characters of Nig and Jake to the physical but respectable child welfare officer Mr Bennett.  
At the beginning of the novel, Boogie, aged fourteen, is send to the Two Lakes Courthouse 
because of truancy and pilfering from shops (24). Grace thinks that the only reason Boogie does 
this is “because half of the time he’s scared of being picked on, or he’s being led by other kids 
and he’s too afraid to say no” (34). Thus, Boogie is under pressure to follow the conventions of 
the peer group he is part of. At the hearing the judge sends Boogie to Riverton Boys Home and 
he becomes “a ward of the state” (35). This places Boogie away from his family and from under 
the influence of the model of masculine identity Jake and Nig promote. 
Boogie idolises his father and his oldest brother because he sees them as men who handle 
tough situations using their physical advantages: “he didn’t mind telling kids his old man was 
who he was, and he was always boasting about his big brother Nig gonna waste the whole flippin 
world once he got into the Brown Fists” (23-4). However, Boogie hates fighting, and wants to 
stay away from violence if it has anything to do with him (23). He is described as “a sook” (22), 
a “[s]ensitive kid” (22), and “a wimp” (30). In fact, although originally named Mark, everyone 
calls him by the nickname Boogie which is the name “given [...] out of contempt because he 
was scared of the Boogie Ghost as a kid, more scared than normal, terrified in fact” (30). 
Therefore, Boogie has always been a sensitive child, unlike the older men in his family and his 
acquaintances in Pine Block, and thus the transformation in his identity is even more 
pronounced. 
Boogie’s behaviour can be regarded as unmasculine, i.e., he’s not displaying qualities 
which are associated with masculine behaviour in Pine Block. For instance, before the court 
hearing from where he is sent to Riverton Boys Home, he waits in a crowded foyer full of other 
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Pine Block Maori residents who wait for their hearings. Unlike his big brother in the Brown Fist 
gang headquarters, Boogie is unable to control his emotion and is described to be first “close to 
tears” and speaking with a broken voice (22) and after the judging, crying (36). Therefore, in 
the eyes of the Pine Block Maori in the foyer he expresses the unmasculine trait of fear. Boogie 
losing control of his emotion is set against the calm, joking demeanour of the other people in 
the foyer, especially that of two Brown Fist gang prospects who are about the same age as 
Boogie (30). Also, it can be compared with Nig’s abovementioned impression that being tough 
means not showing one’s emotion and crying, as can be seen when Nig feels the need the cry 
over Grace’s death but cannot break the code of the masculine group of the gang. 
Grace and Boogie are close, and when Beth cannot accompany her son to the court 
hearing, Grace goes with him. Grace considers her older brother to be a sensitive youth who is 
“a sort of freak” (22) amongst the other Pine Block residents for not representing the general 
masculine type. In other words, D’Cruz & Ross claim that “Boogie’s dislike of violence brings 
upon him the isolation of contempt” (350). In addition, Boogie and Grace seem to share similar 
qualities: Boogie is “[a]lways near the top of the class, very kind, and very sensitive to the kids 
that everyone else forgets about, or scorns” (23; emphasis original). Grace is also affectionate 
and protecting of her little siblings, and takes care of the household duties when her mother is 
unable to do so, being either too sick from the consumption of alcohol or suffering from the 
aftereffects of domestic violence (29). These characteristics of Boogie connect him with the 
domain of women and girls, emphasising his unmasculine identity among the possibly hyper-
masculine Pine Block males. 
Because Boogie is reluctant to express his physicality, Jake is disappointed in him: “[a]in’t 
no kid of mine they can’t look after emselves” (23). Therefore Grace thinks that their father 
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does not “like Boog. Hate[s] him in fact” (23). Because Jake has a reputation in Pine Block and 
in certain Maori circles of Two Lakes of being a tough fighter, unbeatable, and “the Man of 
[Mustle]” (61), it is an embarrassment for him to have a son who is regarded as unmasculine. 
The masculinity Boogie represents is not tolerated in the neighbourhood, and he is described by 
Grace as “[a] wimp thrown into a den of warriors” (37). Indeed, the sister is sure that “no one 
like[s] Boog except the girls. And Huata [is] too young yet to know Boog’d failed the test of 
pending manhood, but he’d learn” (29). Because he is treated as a wimp, Boogie most likely 
does not have much self-confidence at the beginning of the novel. 
However, evading fighting is not something Boogie’s physical appearance leads him to 
do, because “wasn’t as if he didn’t have a physique: he was tall, like his father [...] and muscles 
were developing” (23). Two neighbours talking about Boogie say that it is “such a waste of a 
good build” for him to be “a proper little sook” (148) and not a physical specimen like Jake and 
Nig whom he resembles outwardly. Therefore, because of his physique Boogie may be seen as 
representing the masculine model in the viewpoint of the residents of the area, but his 
characteristics, which in Pine Block are seen as unmasculine, separate him from the other men. 
In addition to having his father and Nig as role models for masculinity, Boogie also begins 
to consider Mr Bennett as one. Mr Bennett knows the family due to his official duties as a child 
welfare officer and acts as Boogie’s representative in the abovementioned court hearing. D’Cruz 
and Ross address this in the context of the notion of symbolic fatherhood: 
State intervention in [Boogie’s] parenting betrays the rupture that separates Māori 
masculinity based on violence, as embodied in Jake, from the symbolic stature and 
responsibility attached to fatherhood. The State assumes an abstract fatherhood, which is 
visibly incarnated in Mr Bennett, Boogie’s child-welfare officer. But effectual patriarchal 
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power belongs to the Pakeha judge whose judicial order fills the symbolic vacancy left by 
Jake’s negligent paternity, which is a casualty of the pressures of a masculinity realized 
primarily through the power of the body. (350-1) 
As a possible model for fatherhood, it is clear that Boogie and Grace look up to him: “Boogie 
and Grace both giving him shy smiles of greeting, instincting what they did of his likely good 
fatherliness, the qualities he seemed to give off” (24). Mr Bennett is described as being “[a] big 
man” (24) with “a very rich, commanding voice” which can “fill the room. The timbre of his 
voice. The self-assurance” (132). Therefore, Mr Bennett’s outward appearance and the tone of 
his voice support the idea of him being a protecting father figure. 
 The welfare officer is “well versed in [the] matters of culture and protocol and that 
sumpthin else extra, hard to figure, that goes with [the] traditional Maoris” (132) which he 
demonstrates in Grace’s tangi, meaning a funeral (Te Aka). Mr Bennett is also called a tohunga 
(147), which means a “skilled person, chosen expert, [or] priest” or is a name given to someone 
who is “expert, proficient, [or] adept” in a certain field (Te Aka). Therefore, he can be seen as a 
role model who represents the masculine model of the Maori in Pine Block as well as being an 
educated member of the multicultural society, occupying both the world of the traditional, ethnic 
Maori and of the court system which in OWW is seen as an area of the dominant European New 
Zealanders. 
It is from Mr Bennett that Boogie learns the traditional funeral song waiata, which is a 
“song of mourning” (Te Aka). A rumour in the neighbourhood says that “[Mr] Bennett spent 
two full days at his place with [Boogie] coaching him to do the waiata, and [they had] hardly 
any sleep” (148). Boogie has last seen his little sister at the courthouse a “few months” earlier 
(132), and at her funeral he seems “nervous [and keeps] shifting his weight from one foot to the 
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other” (132) before the waiata begins. However, after their successful performance with Mr 
Bennett, Beth sees “how proud, how ramrod-straight this teaching had made the boy. And 
thinking of how he yet belonged to the state, was still a ward of Them, and yet looked so […] 
free” (132). Furthermore, the funeral guests are surprised and delighted “at such a young man 
versed in” the traditional matters (132). Moura-Koçoğlu claims that 
Boogie [succeeds] in regaining a sense of belonging by engaging with [his] Māori culture. 
As a consequence, […] a boy, rejected by his environment for not being violent or taking 
pleasure in fighting, [becomes] the [bearer] of hope for a sense of identity and belonging 
that acknowledges the altering impact of the settler culture as much as perseverance in a 
hybrid environment. (143) 
Moreover, education in the traditional cultural performances gives Boogie self-confidence and 
pride. As noted above by Moura-Koçoğlu, the image he portrays has changed from the boy who 
was cast alongside with the women by not performing the masculine identity supported in Pine 
Block, to a young man who is respected by the funeral guests and the members of his family 
attending the funeral because of his self-assertiveness. Boogie constructs his ethnic identity as 
a Maori man versed in the traditional culture in the contemporary society he lives in. 
In conclusion, Boogie’s character represents the positive change of masculine identity. At 
first, Boogie is despised by other men in his family and the Pine Block society because he does 
not want to fight. This is emphasised because he comes from a family of tough, even violent 
men, and lives in a society that seems to encourage such behaviour. In the end, though, Boogie 
finds self-confidence by learning about his ethnic background and its traditions. Therefore, he 
seems to change from “a wimp” into someone who is respected in his community as a young 
man who masters the skill of a cultural performance. 
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3.3 Jimmy Bad Horse and the Brown Fist Gang 
 
In this chapter the Brown Fist gang members are studied as representing a certain image of 
masculinity. The main focus of this chapter will be on Jimmy “Bad Horse” Shirley, who is the 
leader of the gang. The Brown Fists is one of the two Maori gangs in Two Lakes and it operates 
in the Pine Block area. Its leader is viewed in two different ways in the novel. On the one hand, 
Jimmy has authority and deserves the respect of his fellow gang members, both of which 
qualities he needs in order to lead them. Consequently, when Nig first joins the gang he respects 
Jimmy: “a Heke boy wondering why his old man’d told him this fulla Jimmy Bad Horse had no 
guts. Didn’t look like he didn’t. [...] Man a fuckin alive, who’d be crazy enough to mess with 
him?” (137). However, on the other hand, Jimmy is seen as a coward by Jake, as well as hated 
by many of the families of the gang members. These two parts of Jimmy constitute his identity 
as a fractured but tough man. In other words, one side of him features the tough surface which 
is visible to everyone and the other surfaces when people lose their respect of him and thus see 
who he really is. 
Jimmy is described as having a “[b]ig beard. Bit [sic] fat face. Big explosion of wild hair” 
(138). He probably does not care about his personal hygiene very much, since he has “a gappy 
strip of white snarling teeth” (76) “[a]nd his teeth’d flash broken white and yellow stubs amongst 
mo and beard” (195). Like the other members of the gang, Jimmy wears “wraparound shades” 
(75) that make one “look meaner’n a snake” (157). He wears the sunglasses even on “a winter 
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night” (156) and inside a bar “so you couldn’t see (and read) [his] eyes” (73). As the proverb 
says, the eyes are the mirror of the soul, and by hiding his from view, Jimmy makes sure that 
nobody can read his emotions in his eyes. When Nig sees Jimmy’s eyes for the first time, he is 
“surprised at how sorta ordinary they looked: just bloodshot brown eyes, nuthin special, nuthin 
evil bad about them” (139; emphasis original). Although wearing sunglasses may be a way of 
looking tough and identifying with other gang members, Jimmy also controls what other people 
can see of him and his inner life. 
Furthermore, Jimmy is “a massive bulk of a man made bulkier by [a] big jean jacket - 
filthy it was too - and the treetrunk arms sticking out from the sleeves’d been cut off at the 
shoulder. Arms black and purple with tats” (76). Also, the gang members wear “cutaway 
woollen gloves – brown for Browns. Man, make ya hands look like clubs, or like chain mail 
what ya see in comics” (157). Jimmy is not as tall as Nig, since one time in the gang house “he 
was looking up at Nig’s several inches taller face” (138). Jimmy’s age is not mentioned in the 
novel. Furthermore, Jimmy is described as having “star tats under his eyes” (74), dressed in a 
“blue [bandana] with white [...] polka dots on [it]” and wearing a “cutaway jean jacket [with] 
BROWN FISTS TWO LAKES emblazoned in black capitals around the outer edge of a big red 
circle on the [...] jacket” (73). Also, he has “heavy (kicking) boots” (137) on his feet. The gang 
members both separate themselves from other people and associate with each other by wearing 
similar gang clothes. Also, Jimmy dresses in a style that can be seen as menacing and tough in 
order to emphasise the masculine position he holds as the head of the gang. 
In addition, Jimmy’s appearance reflects the wildness and masculine power that he is 
promoting outwardly. Jimmy produces an image of strength by wearing a jacket which makes 
him look bigger, as well as gloves that emphasize his fists, which are the means of survival in 
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the gang. As mentioned above, Jimmy asserts his authority as a leader by looking wild and being 
covered with traditional gang symbols such as the bandana, tattoos under the eyes and the 
distancing dark sunglasses. Moreover, when Jimmy and Nig’s outward images are compared, it 
may be said that Nig, who is tall and handsome, represents the traditional image of a leader 
better than the shorter, bulkier, and dishevelled Jimmy. However, Jimmy’s behaviour as a leader 
who orders his subordinates to do his dirty work, which is seen for instance in the 
abovementioned repossession job, and allowing the gang members to do almost anything to 
non-members is the conduct of a head of a masculine, brutal group. 
Like Nig and Boogie, who grew up in an environment which was not safe mentally or 
physically for a child, also Jimmy has had a “troubled childhood and early adulthood” (76). 
When in a potential fight where there is a chance that the opposition would hurt the gang leader, 
Jimmy thinks that “my blood’s been spilling all my miserable life, my heart’s bled as long as I 
c’n remember” (79). Moura-Koçoğlu writes that the children in OWW are “growing up with 
jobless, alcoholic, violent parents, [and are] used to beatings and violation” (134). Therefore, 
Jimmy seems to submit to what might happen in the fight because he is used to being the victim 
of violence. Also, as Moura-Koçoğlu explains, “[the gang members] carry on their parents’ 
behavioural patterns” (134) of violence and rejection. The difference between their childhood 
and their position as gang members is that the Brown Fist members are now old and strong 
enough to be the perpetrators, not the victims of violence.  
Furthermore, perhaps because of growing up in an unsafe environment, Jimmy does not 
seem to value himself or the gang members: “I mean, we ain’t what you’d call geniuses. […] 
Man, we ain’t even average. We’re just a packa dumb Maori fullas – oh, and a few sistas – got 
together” (139; emphasis original). This indicates that they do not feel pride in themselves, 
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except the pride they have of their physical prowess. Consequently, when at one time many of 
the gang members are dancing in the headquarters, 
[So] many were doin their thing with their eyes closed, as if they were scared of the 
discouraging adults, the arsehole parents who were always tellin em ya gotta be this, ya 
can’t be this, don’t be that, juss a wantin to shut out the voices of authority in ya head, the 
mystery of ya mind tellin ya ya ain’t nuthin but a little cunt no madda how hard ya try not 
ta be […]. (142; emphasis original) 
Thus, the experiences and emotions from their childhood follow them in their youth and adult 
lives. It seems that the gang members rebel against their parents and the (inadequate) upbringing 
they had by joining the Brown Fists. 
Moura-Koçoğlu explains that the Brown Fists offers the young people in Pine block “a 
sense of belonging” because they do not seem to belong in their homes and with their families 
anymore (135). Because the youth are searching for their “place in the world [and] [l]onging for 
a sense of community they join up with criminal youth gangs” (Moura-Koçoğlu 134). This 
means that both the prospects of the gang and the full members may feel that they are worthy 
and needed, as well as having the physical protection of the gang. Moura-Koçoğlu adds that the 
“neglected children [of Pine Block], who, rather than having to bear life at ‘home’, often prefer 
living on the streets and sleeping in wrecked cars, already addicted to drugs and alcohol” (134). 
Therefore, because many of the young Pine Block residents do not belong in their homes 
anymore, they do not seem to have other alternatives than either living on the streets or joining 
the gang family. 
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Alcohol plays a big part in the Brown Fist gang members’ lives. They are used to the 
“[c]link of beer bottles rattling in their wooden crates, a kid – every kid and adult in the [gang 
headquarters] – had heard it all his life. It’d become the music he wanted to hear himself when 
he was old enough to play it” (140). They seem to understand that their consumption of alcohol 
will most likely have a negative result: “[g]uzzlin [beer]. Like our [parents], eh? Haha, finding 
it funny now after all this time, your olds boozing their lives away and now you doing the same” 
(140). Therefore, alcohol acts as a connecting symbol between the neglected gang members and 
their parents. It also refers to the abovementioned idea of repeating the behavioural models seen 
at home, because it is common for the Maori men in Pine Block to connect drinking with having 
a good time together on the weekends, although it often leads to violence against each other and 
their family members. 
Jimmy and the other Brown Fist members feel that they have “[a]ll that Pine Block 
growin-up bottled all them years, havin to act tough and only tough or ya die” (141).  While this 
pretence of toughness and hyper-masculine behaviour has created a hard and confident exterior 
on Jimmy, inside he and the other gang members have “this unspokenness like some uncoiled 
spring of beauty, unnerstandin, just achin to unleash itself” (141). In other words, they have to 
hide a part of their identity when they operate in the gang, because in that particular group 
revealing that one is not “only tough” means that they are not worthy of a membership in the 
gang and they thus lose the protection of the group. 
When threatened by a fight with Jake in a crowded bar Jimmy’s confident exterior breaks 
but only Jake can see it. They are both trying to keep their reputation and the respect of the 
people around them intact, but they are faced with a situation where one of them needs to make 
a move. The fight starts when Jimmy and six gang members walk into a bar where Jake is 
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spending his night. Jake publicly provokes Jimmy, and soon neither of them has any other choice 
than to wait for the other one to make his first move and begin the fight. Jimmy is the first to 
plead Jake to withdraw: “Y’ can’t do this, man. I got my boys watching […]. I lose my, uh, my 
pride here, man, and I’m coming back with a shotgun. Promise you, man. I’ll be back to waste 
you, Jake” (77). Thus, Jimmy presents his vulnerable side to Jake, by asking his to have 
consideration for Jimmy’s reputation amongst the gang members. He also imposes his 
masculine identity on Jake by threatening him with revenge. This is presented in a more serious 
way than that of a fistic fight because Jimmy threatens Jake with the more powerful medium of 
a weapon. 
Jake takes offence at this because Jimmy “[dares] plead with a man to don’t take his pride 
then tell a man he’d waste im” (77). In Jake’s idea of a masculine person, one either fights or 
behaves in an unmasculine way and avoids the fight. Jake next asks “how I’m gonna walk away 
from this with my pride?”, for which question Jimmy does not have an answer, except that 
“[Jake] swore he heard Jimmy Bad Horse swallow, a gulp. Of fear” (77; emphasis original). 
Finally the situation is released when the barman rings the bell for last orders “[a]nd Jake he 
used it to tell the Brown Fist leader, You got your pride, man” (79). This is an altercation 
between two authority figures in Pine Block. Both are respected and feared in their own 
communities and are also unpredictable and violent. It is important for both to keep their dignity 
in front of everyone else, because in the case they are beaten in a fight in front of their supporters 
their authority may diminish. Also, this situation initiates Jimmy’s deep dislike of Jake, which 
may affect the way the gang leader treats Nig. 
In consequence, there may be an alternative motive for Jimmy admitting Nig as a prospect 
gang member, i.e., he might want to hurt Jake by taking away his son and inviting Nig into 
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something Jake hates. This is why Jimmy directs his hooded threat of “[w]e let ya in, man, and 
this is your family” (137; emphasis original) to Nig, “hissin in his ear” (137) while there is also 
Warren present to whom Jimmy does not direct his words. Furthermore, Jimmy seems to despise 
Jake so much that he would prefer death rather than having to live with him: “[o]le man like you 
got, man [...] I think anyone’d wanna commit, you know, sideways, they had ta live withim” 
(139). Thus, it can be claimed that Nig is a vehicle of revenge for Jimmy against Jake and the 
power which Nig's father holds over the gang leader by knowing that Jimmy acted in an 
unmasculine manner in the fight between them. 
However, Jimmy seems to develop a trust towards Nig, and at the repossession job he 
would even share “the costs of bein [there]” with his “associate” Nig (156). Nevertheless, that 
trust is soon broken by the actions of Nig on the repossession job with Warren as well as because 
of the fight at the courthouse. At the start of Nig’s time as a prospect, Jimmy talks about trust to 
him: “[you were] hanging out as a pros all the time. But [we] had to learn to trust you, eh Nig. 
You know, ya mighta turned out sumpthin we, uh, didn’t like” (139). Thus, Jimmy imposes 
hegemonic masculinity on Nig, where the gang leader dominates the new prospect member of 
the gang. This can also be seen when Jimmy sends Nig to the court house to look after two other 
prospects: here Jimmy possibly makes concession with Nig and gives his some responsibility, 
which, in the end, Nig unsuccessfully carries out when he participates in a fight with a few Black 
Hawk members. 
Jimmy promotes a view of the Maori culture, or, to be precise, the image of the strong and 
violent Maori warrior. His gang is reserved for the Maori, and even more to male Maori than to 
female members: “Juss us, bruthas and sistas, but mainly the bruthas, man, cos fuckin sheilas, 
man, even Brown Fist ones, they’re not, you know, as real as us dudes” (154; emphasis original). 
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Thus, in the novel, joining the gang is thought to have “sumpthin to do with race, with being a 
Maori and so being a bit on the wild side when yo compared with the other race, the ones running 
the show” (74). However, as noted in the theory section of this thesis, ethnicity does not affect 
everyone's lives and not everyone from a certain ethnic group identify themselves in similar 
terms. Therefore, the ideas presented in OWW may refer to belonging to a certain ethnic group 
in the area of Pine Block, where the group identity might require that a Maori male acts on the 
periphery of the dominant culture and possibly rebels against it. 
At the end of the novel Nig realises that Jimmy is something less than what he first idolised 
about him. Jimmy’s voice seems to be the first quality which betrays Nig’s trust in him: “Jimmy 
was [reproaching] him in that high-pitched squeaky voice that didn’t really sound, you know, a 
leader’s voice” (159). Consequently, Jimmy is described as being “the big leader with the funny 
high voice" (136). Stachurski claims that this undermines Jimmy’s credibility as a leader (99). 
In addition, Jimmy’s voice can be contrasted with that of Mr Bennett’s. As noted before, Mr 
Bennett represents symbolic fatherhood which is both strict and protecting. Alternatively, 
Jimmy can be seen as a symbolic father figure of the gang, but his method of leadership is that 
of intimidation and rewarding acts of brutality. Their voices can be compared on a similar note: 
Mr Bennett’s voice, which is strong and has self-assurance belongs to a commanding but a kind 
man, whereas Jimmy, representing false masculinity based on violence, has a high-pitched voice 
that is not easily connected with a respected leader. 
In conclusion, Jimmy seems to have a strong masculine identity which he does not want 
to change. Although some can see the damaged person underneath the tough bravado, mostly 
Jimmy projects a brutal and violent image. This is managed through his outward appearance 
and the ruthlessness of the actions of the gang members, which affect also the image of Jimmy 
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as their leader. In addition, the gang members imitate the behavioural models of their parents 
from the excess alcohol consumption to violence. Although the gang offers them a sense of 
belonging to a masculine group or a family, the conventions of the group are also restricting. 
Finally, Jimmy and the gang members associate strongly with the Maori culture that is offered 
in Two Lakes, and especially with the image of the Maori warrior, which will be the main focus 
of the next chapter. 
 
 
3.4 The Maori Warrior in Once Were Warriors 
 
The aim of this chapter is to study OWW with the view of locating the different representations 
of the Maori warrior. There are two ways in which the notion of warriorhood is dealt with in the 
novel: on the one hand, there is the traditional Maori community which is introduced in Grace’s 
funeral. It is where Beth and the younger children witness performances and hear tales of the 
traditional Maori culture. The key character here is Te Tupaea, who is the “paramount chief of 
the tribe” (123). After the funeral he begins to come to Pine Block to educate its Maori residents 
on issues concerning their cultural heritage. On the other hand, there is the warriorhood 
projected by Jake and the members of the Brown Fists. This can be seen as a wrong type of 
representation of the Maori warrior. These two portrayals of warriorhood are studied together 
in this chapter as they are linked together in the novel. 
Hokowhitu, when discussing the film Once Were Warriors, argues that the story 
“intimates that the inherent violence of [Maori men] was, in precolonial times, appropriate for 
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a noble warrior culture but today has become a natural symptom of urban Māori dysfunction” 
(“Tackling Māori Masculinity” 263-4). This is also seen in the novel, as Keown claims that 
[The warriorhood in the novel] has been altered [...] by the processes of colonization and 
urbanization: traditional inter-tribal warfare has been replaced by fighting between gangs 
(a new kind of ritualized violence), but also by other forms of violence including wife-
beating, sexual abuse, and drunken brawling. (Keown, Postcolonial 106) 
Therefore, Duff seems to use the notion of Maori warriorhood as an excuse for the men’s violent 
and aggressive behaviour. However, he also offers an image of warriorhood which is 
translatable to the contemporary world of the Maori in OWW. This is achieved by directing the 
alleged aggressiveness of the Maori men from violence to more positive actions such as 
traditional performance and physical team games. 
The image of warriorhood of the Pine Block Maori residents feels out of place, as Beth 
notices in the following: “[b]ut we – or our men, anyway – are clinging onto this toughness 
thing, like it's all we got, while the rest of the world's leaving us behind” (48). Therefore, one 
can ask the question of why is the notion of warriorhood still reproduced in the contemporary 
world of the Pine Block Maori. Perhaps the Maori, as an ethnic minority that is furthermore 
isolated by the area they live in, need to feel connected with their cultural heritage, and the idea 
of warriorhood is agreeable to them, as it includes features they esteem such as toughness, 
violence, and power. 
The Maori chief, who is perhaps the closest representation of warriorhood in the novel, 
does not outwardly resemble the image of a warrior that people may usually have. Te Tupaea is 
described as “[not] tall, not particularly distinguished. Just an ordinary man who’d been born 
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with chiefly status” (124), but when he begins a powerful cultural performance at the funeral, 
the people there are “in awe of him” (125). This is because when Te Tupaea performs his 
animated speech, his “face [is] a picture of absolute warriorhood” (126). Therefore, his 
warriorhood is found through his actions and the depiction of the traditional Maori cultural 
performance. 
The other “warriors” in the novel are the members of the Brown Fists in addition to Jake. 
D’Cruz and Ross explain that the warriorhood presented by these men often refers to “bodily 
[…] exchanges” (351), or in other words, fighting and the intimidation of others. Stachurski 
claims that the gang members are “bullies rather than […] warriors” (99). In the novel, Beth 
realises that “the warriors thing got handed down [...]. Well, sort of handed down; in a mixed-
up sense it did. It was more toughness that got handed down from generation to generation” 
(47). Furthermore, on one instance, Dooley notes that “[y]ou are warrior, Jake Heke. And 
[Jimmy and a few Brown Fist members with him], they are warrior too. You threaten each other. 
[...] [You] protect your mad warriorhood [...] [and] live only in the volatile moment of 
warriorhood” (75). Therefore, it becomes an identity characteristic that has to be defended in 
order to retain it. D’Cruz and Ross suggest that the reason for “the warrior stance of Jake as well 
as of the Māori gangs […] is more likely that in their masculinities lie the last bastion of power 
available to them” (347). Thus, as the men try to achieve the ideal masculine model and fail, 
they resort to violence in order to feel in control of at least their own immediate environment. 
The storyline in which Te Tupaea performs and educates the Pine Block residents about 
their cultural heritage is intertwined with that of Nig and Jimmy’s on three occasions. The first 
one takes place when the chief and other Maori of the tribe are performing a peruperu, which is 
a “war dance, leaping haka with weapons” (Te Aka). This powerful performance which includes 
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the demand to “RISE UP AND FIGHT!” (128) is linked with Nig’s entrance fight with another 
nominee prospect: 
As his blood relations [...] were joined as one in dance of war; and their spit flew (as the 
boy smacked a left into the other dude’s face) and the sinews on their necks stuck out like 
picket fences (a right, another left) [...] and the war encrazed people roared words of 
urging, verses of inducement (and the Browns with membership roared with delight) this 
formal expression of war (a rumble) expressing itself [...]. (128) 
Therefore, the two acts of warriorhood are linked together and compared with each other. The 
actions of the people performing the peruperu and those of Nig’s are similar in their intensity. 
However, the former represents a cultural performance which is performed for the mourners at 
Grace’s funeral. The latter describes a fight which is not fought to protect someone but as the 
means of a violent competition for the right of entrance to the gang. Thus, the acts are very 
different, as one can be claimed to be almost educational and the other damaging. 
One of the occasions when the two storylines intertwine is when the chief teaches the Pine 
Block residents traditional “chants to gain strength from before battle” (194) and at the same 
time Jimmy Bad Horse is “urging [the gang members], yelling at them, firing them up to a state 
of war” before the battle between the two gangs (194). Again, this indicates that the former 
group is being educated about their heritage and perhaps gain strength for their community from 
it, whereas the latter brings the idea of warriorhood into their contemporary world and represents 
it by violent behaviour. Also, while Nig is getting a facial tattoo Te Tupaea speaks to the 
residents of Pine Block about the traditional way of acquiring tattoos, which was by chiselling 
them into one’s skin (180). This contradiction between the traditional and the contemporary way 
of accuiring a tattoo is discussed in the following. 
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Although Nig already has tattoos on his skin when he joins the gang, he has a full-face 
tattoo done after he is admitted as a prospect member. The reason for this is perhaps because 
the other Brown Fist members have “tats, man, everywhere tats. On faces, arms, hands, you 
name it” (137), and Nig wants to imitate these expressions of gang membership. The tattoo 
design is actually “a replica of olden-day moko, which the tattooist’d copied out of a book from 
a photograph of a real tattooed Maori head” (181). Moko means “Māori tattooing designs on the 
face or body” (Te Aka). However, Kaeppler explains that facial tattooing was originally reserved 
only for the “highborn men of chiefly rank” (115). Ironically, Nig is a descendant of a slave on 
his father’s side (102). These facial tattoos “were individualized and were [even] drawn as 
signatures to sign documents during the nineteenth century” (Kaeppler 115). Consequently, the 
facial tattoos Nig and some other Brown Fist gang members wear do not represent their social 
standing or their genealogy, but are copies of someone else’s achievements and outward 
representation of identity. 
Therefore, Nig’s facial tattoo is an imitation of the warrior convention of the past, similar 
to “the Pine Block Māori who have lost all connection to their culture and misrepresent 
traditional practices” (Moura-Koçoğlu 136). The identity of the tattooist, who is European New 
Zealander, is an ironic remark to the notion of the gang members being so far removed from 
their culture that the only one who knows how to reproduce a cultural symbol of the Maori 
belongs to the dominant society. Thus, the warriorhood performed by the gang is only an 
outwardly representation without a real connection to the Maori cultural heritage. 
The use of the facial tattoo by the gang members is transformed from the traditional 
practices “into a test of physical rigour and, even more, recklessness, the amount of tattoos 
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becoming a gauge of (criminal) toughness” (Moura-Koçoğlu 136). She writes about Nig’s 
tattoo: 
[It] is a manifestation of failed transculturality. The tattoo becomes a sign of distancing 
from the ‘white man’, on the one hand, and from ‘normal’ Māori, on the other; its primary 
significance is to underwrite its carrier’s physical prowess as a ‘Māori’ warrior – only 
that, in this case, the notion of warrior is equated with delinquency. (Moura-Koçoğlu 136) 
Thus, the tattoo acts as an outward message of the gang members which seems to imply: we can 
endure pain, we are not afraid, and we belong to a gang of warriors. The tattoo also enforces the 
idea of the tough masculine identity of their wearer. 
Moura-Koçoğlu claims that “the Pine Block Māori who have lost all connection to their 
culture and misrepresent traditional practices are just a mock image of their warrior forebears” 
(136). In addition, D’Cruz and Ross write that “the degraded warrior culture rates as little better 
than a tragic parody from the past, rupturing generational, familial, and gender relations through 
the spiralling viciousness of a vision locked in the dimensions of brute physicality” (351). 
Therefore, because Nig, Jimmy, and the gang members use the parts of the idea of warriorhood 
that are useful for them they fail to understand that warriorhood means much more, for instance, 
it gives one a feeling of pride in one’s cultural heritage. Stachurski explains that the “innate 
aggression [of the male characters is] depicted as determined by their warrior genes” (127). Duff 
has used the notion also in his memoir, where he writes about a fight in which his “Maori warrior 
genes came to the rescue” with the result of Duff winning the quarrel (Out of the Mist 207). 
Therefore, because the Maori in the novel excuse their violent behaviour by their heredity they 
seem to fail to understand that genes have an effect on only to a portion of an individual’s 
personality. Thus, their ethnic identity does not necessarily determine their behaviour. 
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In the novel “it is the people deemed weakest who seem capable of rising above their 
predicament by regaining a sense of indigenous self, [and] recovering pride in being a Māori 
warrior fighting for a place to stand” (Moura-Koçoğlu 124). These people need to heighten their 
self-confidence and gain a new appreciation in their community before they can feel they belong 
there. Consequently, Moura-Koçoğlu explains that “[t]he discovery and reappropriation of 
indigenous culture seems also to be a way out of the social impasse for [...] Boogie” (142). In 
the end of the novel, Boogie, who is held in contempt by most of his society before he gains 
confidence through learning about his heritage, could be seen to become a Maori warrior by 
participating in the traditional arts and culture. 
This self-respect helps to transform also a large section of the Pine Block inhabitants. In 
fact, when Beth begins to help the neglected children and youth in Pine Block, she realises that 
she wants to “give [the] kids [their] rightful warrior inheritance”, which means, in Beth’s view, 
pride in themselves: “[n]ot attacking, violent pride but heart pride” (167; emphasis original). 
Therefore, Duff offers cultural knowledge as an answer to the cultural isolation of the Maori 
people in the novel. Thus, they can reconnect with their ethnic identity and find strength in it, 
as well as a means of reconstructing their ethnic identities. For this aim Beth invites Te Tupaea 
to come to Pine Block every Saturday to teach the people in the neighbourhood about their 
culture and history (167), which eventually results in many Pine Block residents being active in 
their own community in ways not seen before. 
To sum up the discussion, OWW presents two representations of Maori warriorhood. 
These are the faulty warriorhood that the gang and Jake produce and the more traditional 
warriorhood of the Maori chief Te Tupaea, which is based on tradition and cultural practices. 
The storylines of Te Tupaea and the members of the Brown Fist gang intertwine on several 
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occasions to reveal that the contemporary “warriors” of the gang transform warriorhood into 
violence and brutality. Therefore, they have lost the connection with the traditional Maori 
culture, which is seen in their use of the facial tattoo as a sign of toughness. Consequently, 
Boogie develops into a contemporary Maori warrior by choosing to promote the traditional 
Maori culture and the image of the warrior rather than mimicking it and eventually producing 
the false warriorhood which Nig and especially Jimmy represent. Also, although violent 
behaviour and innate aggression of the Maori men in Pine Block are justified by warrior genes, 
one reason behind the violence may be that the men feel inadequate in the pressure inflicted by 
their society. This section studied the way Maori ethnic identity and masculinity is presented in 
the characters of Nig, Boogie, and Jimmy Bad Horse. The men represent different aspects of 
masculine identities. In addition, two characters change during the novel: Nig realises that the 
masculinity he formerly idolised is a faulty one, and Boogie transforms from a bullied boy to a 
proud young man by relying on the respect and pride he gains from the knowledge of his cultural 
heritage. 
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4 Conclusion 
 
The aim of this thesis was to study the way Nig and Boogie Heke and Jimmy Bad Horse 
construct their masculine identities as members of the Maori society. Their society offers them 
a certain range of masculinities which may not be suitable for everyone. The selection of the 
different masculine representations in Pine Block is quite limited, because most men, including 
Jake Heke and the gang members, favour the physical and even aggressive versions of 
masculinity. 
 The men in this study identify with their ethnic background. For instance, Boogie 
performs a traditional Maori song at his sister’s funeral, and Nig and Jimmy operate in a gang 
which emphasises their ethnicity. Also, because the main characters of this study belong to an 
ethnic minority in New Zealand and, moreover, to a society that has seemingly lost sight of, or 
perhaps ignored their cultural heritage, Nig, Boogie, and Jimmy may be seen to experience the 
feeling of unbelonging. This is portrayed also as a bigger problem in Pine Block, because many 
of the children and youth living there do not seem to have a welcoming home to return to. This 
is the reason why many aspire to be admitted to the gangs operating in the area, because as a 
member of a gang a person may feel that he/she belongs to a family of peers. 
 Firstly, this study discusses the position of the Maori community in New Zealand 
through history, and secondly, the progress made in the genre of the fictional novel by Maori 
authors. The themes of their novels have changed through cultural experiences and new 
situations experienced by the Maori in a multicultural country. Following this, the concepts of 
identity and masculinity are introduced. These concepts are the main theoretical focus of the 
study. The ethnic and masculine identities are ways of seeing oneself and connecting with 
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others. Finally, the concept of the Maori warrior connects the two abovementioned themes of 
ethnic identity and masculinity. 
 The concepts of identity and masculinity are studied as the theoretical background 
for this thesis. Identity is divided into three notions, namely those of the cultural, national and 
ethnic identity. Although ethnic identity forms the focus of the study, cultural and national 
identities connect the ethnicity, for instance, of the Maori residents of Pine Block to the wider 
public. 
 This study also discusses changing identities. In other words, because identities 
change through time and life experiences, a person can experience many different identities in 
his/her lifetime. Also, when navigating from a group to another, a person may need to govern 
many identities as separate groups can have rules and codes of conduct that differ from each 
other. Groups based on ethnic identity may also offer restrictions for their members or for those 
who aspire to be members. Members may have a certain code of conduct they have to follow to 
be allowed inside the group and to retain their position in it. This can be stressful. 
 Often the ethnic stereotypes are produced by the dominant society which may also 
add to the stress of a member of an ethnic group. Therefore, ethnic identity can be remodeled 
by the dominant population by, for example, retelling stereotypes, but also the members of the 
ethnic group may change the way their community is viewed. In addition, belonging to such a 
group may also generate a sense of belonging for its members, as well as the idea of cultural 
survival through cooperation and sharing of common values.   
 Different masculine identities are studied through the ideas of growing into 
masculine identities, the notion of hegemonic masculinity, and the pressures offered by 
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masculine groups. Also, gender role identities are discussed, for example, in some groups a 
member’s behaviour may be deemed masculine but in another it may seem feminine. Similar to 
identities, also masculine identities change. This may be seen in masculine groups where the 
expectations for masculinity differ, such as when a young man changes from a childhood peer 
group to a one more mature, for instance the gang group. 
 Hegemonic groups present the problem of the ideal masculine identity which may 
seem to be almost impossible to reach. When men strive for the ideal and are disappointed 
because reaching it proves too challenging for them, this may lead to the loss of confidence and 
possibly even to violence. The group of hegemonic masculinity also dominates other masculine 
groups and those of women, since they have a position of power which is both contested and 
admired. 
 This thesis presents the idea that masculine identities are learned, possibly from 
older role models and from one’s family and peer group. Therefore, children learn masculine 
models from the people in their immediate surroundings. As the different models of masculinity 
are learned as a child, a person seems to keep learning throughout his lifetime, since his 
masculine identity may grow and change. 
 The findings of this thesis are that Nig, Boogie, and Jimmy construct their 
masculine identities differently in the novel due to their personal background, the pressures from 
the society where they live in and their ethnicity as a minority people in New Zealand. The 
requirements for masculinity are demanding, especially for Boogie, since the Maori community 
in Pine Block does not offer a variety of masculine identities. Before Te Tupaea begins to visit 
the neighbourhood the masculine ideal is that of a tough and perhaps even violent man. As 
Boogie does not fit in this description because he avoids fighting, he is shunned from the 
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company of the other men. A more accessible ideal of a masculine identity is offered by the 
Maori chief. As Boogie feels proud about his Maori heritage after performing a funeral lament 
at Grace’s funeral, there is an acknowledgement of a possibly positive future though cultural 
knowledge for the residents in Pine Block. 
 However, although there are some ruptures on the hard exterior of the gang, for 
example the few gang members who come to listen to the singing practice at the community 
hall although pretending not to care about it, the Brown Fists seem to continue to operate in Pine 
Block at the end of OWW as they have before. However, by the end of the novel several residents 
listen to what Te Tupaea teaches about their Maori heritage every week, and many have joined 
the singing practice or the building of the rugby field. Therefore, there are two strong models of 
masculinity visible in the area at that time: that of the gang’s violent and threatening demeanour 
and that of the people who have started to learn about their cultural heritage. Although the 
masculine identities on offer in Pine Block still seem limited, there are two distinct identity roles 
to choose from instead of only the idolisation of physical masculinity. 
 Boogie, who began as a character who did not have the respect of his male peers 
or even his father’s love, is shown to gain confidence through a powerful performance of 
traditional Maori funeral hymn. However, Nig, who is loved by his mother and admired by his 
sister Grace, realises that he may have made a mistake when joining the Brown Fist gang. In 
other words, the early joy has turned into disappointment and fear as Nig realises that the youth 
and men of the gang are operating on a different, more ruthless level than he may ever reach. 
The main finding of this theme was that the Maori in Pine Block can follow Boogie’s example 
and readopt cultural traditions to gain pride from what they know about their heritage and ethnic 
culture. 
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 Finally, this thesis presents each of the three characters as representatives of Maori 
warriorhood. Boogie can be seen as representing the traditional image of a powerful Maori 
warrior in the context of the contemporary world, where the warrior identity may be used in 
cultural representations and thus educating others about the Maori culture. The warriorhood 
represented by Jimmy was shown to be faulty because it does not have an actual base in 
traditions but is borrowing the ideas, for instance of touchness and violence, that Jimmy and the 
gang consider as the most important part of the warrior identity. Lastly, the identities of Nig, 
Boogie, and Jimmy are based on their ethnicity and their masculinities are constructed through 
the roles their community offer. 
 A continuing study could concentrate more on the developing of masculinities 
through the Heke trilogy, as, if the characters of Boogie and Jimmy appear in one or both of the 
two sequels to OWW, the change and construction in their masculine identities may be more 
pronounced. Also, it would be interesting to see whether the younger characters continue their 
parents’ behavioural models, both in drinking, partying, and fighting and also attending the 
ethnic cultural meetings. One has to wonder whether and how such action can change the 
neighbourhood of Pine Block in the long term.  
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Finnish Summary 
 
Pro gradu -tutkielmani käsittelee uusiseelantilaisen Alan Duffin ensimmäistä romaania 
Once Were Warriors (suom. Kerran sotureita), joka ilmestyi vuonna 1990. Romaani kertoo 
urbaanista maoriperheestä sekä heidän asuinalueellaan toimivasta jengistä. Kirjassa 
päähenkilöinä ovat Heke-nimisen perheen jäsenet, joista kaksi veljestä, Nig ja Mark, 
kutsumanimeltään Boogie, ovat tämän tutkielman kohteita Brown Fist -jengin johtajan Jimmy 
Bad Horsen lisäksi. Tutkielma käsittelee romaanissa esiin tulevia maskuliinisuuden ja etnisen 
identiteetin teemoja. Nämä pääteemat yhdistyvät maorisoturin käsitteessä (Maori warrior), jota 
romaanissa käytetään kuvaamaan kahdenlaista toimintaa. Nig, hänen isänsä Jake sekä Jimmy 
jengiläisineen edustavat niin sanottua virheellistä maorisoturuutta (Maori warriorhood), kun 
taas myöhemmin romaanissa Boogie sekä maoripäällikkö Te Tupaea edustavat perinteistä ja 
maorien kulttuuriperintöä kunnioittavaa maorisoturuutta. Tutkielman väitös on se, että Nig, 
Boogie ja Jimmy identifioivat selkeästi etnisen vähemmistöryhmänsä jäseniksi ja siten 
rakentavat maskuliiniset identiteettinsä niiden vaihtoehtojen perusteella joita heidän 
asuinalueensa maoriyhteisö tarjoaa. 
 Tutkielman rakenne etenee Uuden-Seelannin ja maorien historian käsittelystä 
maorien ja maorikirjallisuuden asemaan nykypäivänä. Duff esitellään kiistanalaisena uutena 
tulokkaana maorien kirjoittaman novellikirjallisuuden suhteellisen suppeaan tarjontaan 1990-
luvulla. Hänen romaaninsa, joka käsittelee urbaanien maorien eristyneisyyttä ja häiriöllistä 
käyttäytymistä, sai ilmestyttyään aikaan paljon huomiota. Romaanin pääteemoja ovat 
alkoholismi, väkivalta ja se, kuinka eksyksissä maorihahmot tuntuvat olevan urbaanissa 
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ympäristössään. Toisaalta Duffin teos käsittelee myös kulttuurintuntemuksen ja 
yhteenkuulumisen teemoja. Tutkielman päähenkilöt esitellään tarkemmin analyysiosuudessa. 
 Teoriaosuus laajentaa edellä mainittujen identiteetin ja maskuliinisuuden 
käsitteiden tutkimista. Identiteetti jaetaan kolmeen konseptiin, jotka ovat kulttuurinen, 
kansallinen ja etninen identiteetti. Näistä jälkimmäinen on huomion arvoinen tutkielman 
kannalta, koska maorit ovat etninen vähemmistö Uudessa-Seelannissa. Maskuliinisuutta 
käsitellään maskuliinisen identiteetin omaksumisen tai siihen oppimisen sekä hegemonisen 
maskuliinisuuden käsitteiden kautta. Myös maskuliiniset ryhmät ovat merkittäviä tutkielman 
kannalta, esimerkiksi koska Nig ja Jimmy toimivat jengissä eli maskuliinisessa ryhmässä. 
Tämän lisäksi maskuliinisuuden ja väkivallan yhteyttä sekä myös tärkeänä näkökantana olevia 
maskuliinisia roolimalleja tutkitaan. 
 Kuten edellä mainittu, teoriaosuudessa identiteetin käsite jaetaan kolmeen 
alalajiin. Näistä kulttuurisen identiteetin käsite on laajin ja etnisen identiteetin suppein. Terminä 
identiteetti käsittää yksilön identiteetin lisäksi myös ryhmäidentiteetin konseptin. Etniset ryhmät 
nousevat teoriaosuudessa esille, koska ne ovat monimuotoisia rakennelmia. Ne voivat toisaalta 
aiheuttaa stressiä jäsenilleen joilla on vaikeuksia omaksua ryhmän vaatimuksia tai sen esittämiä 
etnisyyden olomuotoja. Toisaalta taas ryhmään kuuluminen voi tuoda yhteenkuuluvaisuuden 
tunnetta, koska ryhmäläiset jakavat samoja arvoja ja tulevat samankaltaisista taustoista. Näin 
ollen etniset ryhmät myös erottavat sen jäsenet muista etnisistä ryhmistä kuin myös 
valtaväestöstä. 
 Myös maskuliinisuuden teoreettisessa käsittelyssä nousee esiin 
ryhmädynamiikka. Maskuliinisilla ryhmillä on sääntöjä, joita jäsenten on seurattava jos he 
haluavat liittyä joukkoon tai säilyttää asemansa niissä. Tämän lisäksi valta-asemassa oleva eli 
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hegemonisen maskuliinisuuden ryhmä voi asettaa lähes mahdottomalta tuntuvan 
ihannemaskuliinisuuden (ideal masculinity) tavoitteen muille maskuliinisille ryhmille. Tähän 
ihanteeseen yrittäminen voi luoda mielipahaa ja jopa väkivaltaista käytöstä, jos ihannetta 
tavoitteleva henkilö tajuaa sen olevan liian kaukana todellisuudesta ja siirtää mielipahansa 
väkivaltana heikompiaan kohtaan ottaakseen edes jonkin elämänalueen hallintaansa. 
 Maskuliinisuutta opitaan muilta, esimerkiksi lapset matkivat samaa sukupuolta 
olevaa vanhempaansa tai muita tärkeitä henkilöitä elämässään. Kouluiässä vertaisryhmä ja 
auktoriteettiasemassa olevat henkilöt opettavat lapselle maskuliinisen käyttäytymisen malleja. 
Aikuisena maskuliinista identiteettiä testataan jatkuvasti, varsinkin siirryttäessä yhdestä 
ryhmästä toiseen, koska eri ryhmissä voidaan samanlainen maskuliininen käyttäytyminen kokea 
monella eri tavalla. Maskuliininen identiteetti elää siten muutoksessa eri elämän- ja 
ryhmätilanteissa. 
 Analyysissä aiemmin mainitut etnisen identiteetin ja maskuliinisuuden teemat 
nostetaan esiin Nigin, Boogien ja Jimmyn hahmojen kautta. Miesten maskuliinisen identiteetin 
ilmentymiä verrataan. Vaikka veljekset ja Jimmy tulevat lähtökohtaisesti samanlaisista 
olosuhteista, heidän maskuliiniset identiteettinsä ovat rakentuneet erilaisiksi heidän 
kokemustensa kautta. Tämän lisäksi Nigin ja Boogien identiteetit muokkautuvat romaanissa, 
koska he ovat nuoria miehiä joiden identiteettiin vaikuttavat voimakkaasti roolimallit sekä 
ärsykkeet ympäröivästä elinpiiristä. Lopuksi tutkielma käsittelee maorisoturin ja 
maorisoturuuden käsitteitä päähenkilöiden kautta. Kolmen edellä mainitun miehen lisäksi 
analyysiosuudessa tutkitaan myös lastensuojeluviranomaisen Mr. Bennettin sekä maoriheimon 
päällikön Te Tupaean edustamia maskuliinisuuden ja maorisoturuuden malleja vertailukohtina 
erityisesti Jimmyn maskuliiniselle identiteetille. 
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 Kuten edellä mainittu, Nigin, Boogien ja Jimmyn hahmoja tutkitaan etnisen 
identiteetin ja maskuliinisuuden käsitteiden kautta. Boogie tuntuu olevan ainoa miespuolinen 
hahmo kirjassa, joka esitetään epämaskuliinisena (unmasculine), eli häneltä puuttuu sellaisia 
maskuliinisuuden piirteitä jotka ovat arvostettuja tai jopa vaadittuja miesten asuinalueen 
kulttuurissa. Boogie on pelokas lapsi ja haluaa vältellä tappelua. Hänen isoveljensä Nig edustaa 
sen sijaan sellaista maskuliinista identiteettiä jota arvostetaan Pine Block -lähiössä, ja hän 
pääsee kokeilujäseneksi paikalliseen jengiin. Jengissä Nig kuitenkin huomaa, ettei hän voi 
päästä siihen ihannemielikuvaan joka jengiläisillä on jäsenistään. Tämä tarkoittaa väkivaltaista 
ja jopa julmaa henkilöä joka ei tunnu välittävän kenestäkään muista kuin jengiperheen jäsenistä. 
Jimmyn kova maskuliininen identiteetti sulkee pintansa alle rikkinäisen miehen, jota on 
kohdeltu kaltoin lapsesta asti. Hän edustaa hurjaa maskuliinisuutta villiksi kuvatulla 
ulkonäöllään ja korostamalla fyysistä olomuotoaan vaatetuksellaan. 
 Tutkimuksen kohteena olevat kolme miestä edustavat myös erilaisia 
maorisoturuuden muotoja. Boogie ilmentää perinteisin ja kulttuurintietämykseen perustuvaa 
maorisoturin kuvaa, kun taas Nig ja varsinkin Jimmy edustavat sellaista maorisoturuutta, joka 
perustuu lähes ainoastaan väkivallalle ja kovan ulkokuoren vaalimiselle. Tämä esitetään 
"vääränä" maorisoturuutena, koska siinä ei ole kiinnekohtaa maorien perinteille. 
 Tutkielmassa Nigin, Boogien ja Jimmyn erilaiset maskuliinisen identiteetin 
rakenteet käsitellään teoriaosuudessa esitettävien teemojen sekä romaanin kuvausten 
perusteella. Miehet kuuluvat Uuden-Seelannin alkuperäiskansaan ja vähemmistöryhmään sekä 
asuvat alueella jossa nuorilla miehillä ei tunnu olevat monia mahdollisuuksia edetä elämässään. 
Pine Block -lähiössä ja Nigin, Boogien ja Jimmyn lähipiirissä arvostetaan fyysisiä 
maskuliinisuuden ilmentymiä, joten miehet rakentavat maskuliinisuuttaan heille luotujen 
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paineiden ja mahdollisuuksien mukaisesti. OWW:ssa kuitenkin tarjotaan myös toinen roolimalli 
maskuliinisuudelle joka perustuu kulttuurintuntemukselle ja siitä saadulle etnisen identiteetin 
ylpeydelle. Tämä luo vaihtoehdon fyysisyyttä korostavalle maskuliinisuudelle Pine Block -
lähiössä ja on edustettuna Boogien hahmossa. Siten Nigin, Boogien ja Jimmyn identiteetit ovat 
selkeästi etnisyyteen perustavia ja heidän maskuliinisuutensa ovat rakentuneet yhteisön 
tarjoamien roolien mukaisesti. 
 
 
 
 
 
